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ABSTRACT / 
Literature is an art form in which the artist expresses 
his experiences, ideas selecting words/expressions using 
the medium of language conforming to his vision and 
objective. This language is different, as an artistic necessity, 
from the language we use in our day-to-day discourse with 
all respect to Wordsworth's Theory of language and his joint 
venture "Lyrical Ballads" a revolutionary step against 
eighteenth century mannerism. When the look is of 
extraordinary connotation highlighting some aspect of 
human life, be it social, moral, political or economic with a 
reformative zeal, we call it literature. Literary texts are 
constructed in effect as substance of beauty, sublimity, 
sources of delight and as conveyors of messages and 
suggestions to the society, to the nation or to the particular 
or individual. 
The pleasurable and gorgeous aspect of literary works 
act in realism as part of pleads and magnetism which the 
work tries to attach to the ideas which it seeks to express. 
The beauty of literature is therefore a part of its rhetoric, a 
means intended to carry the overall expressiveness and 
sway of the work on its addressees. The ideas of a literary 
text are almost and always accessible in indirect or 
"symbolic" form. An important channel in literary study is 
the idea that one must always endeavor to go beyond the 
literal or the mere appearances of effects and explore. 
The language of literature very much seeks to express 
a message to its audience and readers but the message may 
be qualitatively different from one writer to another 
according to the compulsions of his age. The message of 
Chaucer of twelfth century may not be applicable and 
relevant in the age of Mathew Arnold because every aspect 
of human life underwent a sea-change caused by economic, 
social and political changes. Authors in effect often craft 
their works in a very sensible and almost automatic ways 
and do not bother asking or answering questions as to their 
implication. What seems most significant to authors is to 
produce a pleasing or beautiful object which somehow 
intimately conforms and expresses the features of an 
otherwise undefined inward urge. 
The language of literature is a very experienced and 
very realistic sort of motion aimed at the promotion and 
propagation of artistic values and views of the globe which 
are closely associated to the interests of the author and of 
the dominant and other powers in he r /h i s society. For these 
reasons, an understanding of literature and of particular 
literary text depends not only on the isolated reading of 
certain works and the deliberation of their author 's lives and 
their state of affairs but also upon a solid awareness and 
critical examination of the human narration, language, and 
culture of which literature forms part and which it 
represents. 
The author of a literary text may be compared to a 
visionary transcribing his reformative dreams into printed 
language. He as a dreamer is always conscious of the 
implication of his feelings and explains what is that his 
writing mean. Therefore, the opinions and ideas of a literary 
artist are necessarily the most reliable guides toward a 
meaningful account of a text. 
^ 
An important feature of literary text which 
distinguishes it from other kinds of persuasive discourse is 
the fact that they control not through direct statement and 
explicit exposure of their covering but instead through 
indirect allusion, understatement, implication, and even 
containment. Literary texts in effect often veil the 'truth' 
which they seek to convey in an effort at enhancing its 
pleasant appearance and endowing it with a sense of 
mystery and transcendental assessment. The tendency and 
process of transcendentalism is the hallmark of the 
Romantic poets and their poetry of the early nineteenth 
century. 
Literary texts thus convey meaning to their readers in 
ways which go far beyond the mere literal or "surface" level 
of connotation. The novel The Old Man and the Sea of 
Hemingway and The Portrait of a Lady of Henry James of 
American literature are the good examples to prove this 
statement. Indeed, literary texts distinguish themselves 
from other texts by the subtleties and ins and outs of their 
many levels of meaning and by the common fact that the 
actual "meaning" of the text is almost always concealed and 
b 
inherent in the fabric of the work's coordination. Meaning in 
literature is therefore something that needs to be 
determined not merely on the basis of a face value 
understanding of the words in it but through a complete 
evaluation of the signifying complexity of the rhetoric, 
figures of speech, images, symbols, allusions, connotations, 
suggestions, and implications of the entire text. 
Literary texts make use of a variety of special 
signifying devices—known in general as figures or t ropes -
such as symbols, allegories, metaphors, metonymies, 
similes, paradoxes, ironies, satire etc. This study examines 
the full significance of the language used in literature. An 
attempt is then made to establish the fact that the language 
of literature is different from non-literary language. 
Chapter 1 discusses the language of literature, a 
relative glance on literary and non literary language, the 
nature and function of literature/literary language and a 
note on literary texts. The discussion also focuses on the 
study of literature and literary studies. It also suggests a 
model of literary communication with a thorough note on 
literary theories. The chapter also provides a view on literary 
competence followed by the approaches to the study of 
hterature. It provides the suggestion/guidelines of the 
interpretation of literature. 
Chapter 2 examines poetry as the most artful and 
most elemental shape of literature. It shows its conventions 
of rhyme, meter, metaphor, and the like distinguish poetry 
unmistakably from the prose we use all the time. It 
discusses its language, forms and a comprehensive 
portrayal on stylistics. It also puts glow on the means and 
methods by which it gains its remarkable influencing and 
moralizing power and include its: "Thickened" language, 
economy of verse, startling vistas of metaphor and simile, 
play of rhythm and sheer concentration of vision as we see 
almost in all poets of different hues. 
Chapter 3 casts a brief glance on drama/play, its 
forms and the procedure of analyzing it. An outline of 
characters giving in brief an insight into the character's 
character which is all too important in a play to get a lesson 
from it is the glory of this chapter. An understanding of the 
language of drama is also offered in this chapter. 
1 
Chapter 4 examines the prose with its significance in 
the story and the discourse. A sketch of story and plot is 
also provided along with particulars of the characters, 
narratives and narrative situations. Representation of 
consciousness, time and types of prose fiction lies at the 
core of this chapter. 
Finally, Chapter 5 discusses the research findings and 
looks at the implications of the nature and function of 
literary language. In order to establish the fact that literary 
language differs from non-literary language, the chapter 
ends with some suggestions and concludes with the view 
that an understanding of the literary language helps develop 
the sensitivity for comprehending literary works and enables 
readers to appreciate them better. 
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Preface 
TTie main aim of this doctoral thesis Is to establish the fact that the 
language of literature is different from non-literar/ language and an 
understanding of literary language helps develop the sensitivity for literary 
writings. 
Literature is an art form in which the author expresses her/his 
experience using the mode of language. This language differs from the 
language we use in our daily discourse. 
The present doctoral study traces out that the study of literature Is 
primarily a study of language in operation. One who does not grasp this 
language may be confronted with the problem of not being able to appreciate 
literature. The researcher investigates that the learners must know the full 
significance of the language used In literary works. 
The present study covers the study of literature and selects the 
examples of different literary genres. This includes the significance of words, 
syntactical constructions, use of figure of speech, allusions, literary terms, and 
the use of alliterations. 

INTRODUCTION 
Literature is an art form in whicli the artist expresses liis expertise 
using the medium of language. It is a means both of comprehension and of 
social dealings in every walks of human civilization. Through language one 
appreciates humanity and its associations. Language is the device available to 
us; we confer our social relations with one another-share our opinion and 
thoughts, link, lead, offer, organize, request, and otherwise operate each 
other. Language is the chief and acknowledged mode of manifestation. It Is 
dearer to us than the medium of communication/expression. Language is also 
the beauty and dress of literature. In a remark, the language that addresses 
itself to the human in operation is literature. When the look is of unusual 
connotation, we call it literature. 
Literature assimilates all these language functions and turns them to 
the general purposes of art. Literature is the live manifestation of man's 
affections as acted upon in his interaction with the objects, society, and 
behaviour. Literature moves in a language with Its nature, function, social 
needs and literary art as a wealth, but that wealth comprises two layers, the 
hidden substance of language—our natural record of experience either in 
general or a specific quality or category—and the attentive conformation of a 
given language—the unambiguous how of our positive reception of 
experience. Literature that draws its stimulated mainly—never entirely—from 
the lower level, (e.g. a play of Shakespeare) is transferable with no else 
significant loss of excellence. 
I l l 
If it moves in the upper rather than in the lower level—a fair example 
is a lyric of Swinburne's—it is as good as un- transferable. Both types of 
literary manifestations may be great or normal In excellence and in the 
functionality in meaning. The prospective of individual expression is infinite; 
language in particular is the most flowing of the mediums. Since every 
language has its own unique peculiarities (may be of a particular literature or 
of a country), the natural and the formal limitations-and possibilities—of one 
literature are never quite the same as those of another. The literature 
fashioned out of the form and substance of a language has the colour and the 
texture of its medium. Every language is itself a shared art of expression. 
There is secret in it a particular set of artistic factors—phonetic, rhythmic, 
symbolic, and morphological—which it does not completely share with any 
other language. 
There Is really no mystery in the division of the language and 
literature. It can be clarified a little by comparing literary with non-literary 
texts. A non-literary text is argumentative; in its spirit it is a particular 
linguistic medium in which it finds manifestation. Nonetheless It must have 
some expression, and that expression must be a linguistic one. Indeed the 
anxiety of the non-literary texts is Itself a linguistic process, for deliberation is 
nothing but language denuded of its external gear. The proper medium of 
non-literary texts is therefore a generalized language that may be defined as 
a symbolic algebra of which all known languages are translations. 
IV 
It has been said that the study of literature is primarily a study of 
language in operation. One who does not understand language may be 
confronted with the problem of not being able to appreciate literature or 
literary language. It must also be clear at this very point that literary contents 
emerge through the exploitation of the resources of the language. The 
reader/learner must know the full significance of the language used in literary 
works. This may include the significance of words, syntactical constructions, 
the use of figure of speech, allusions, literary terms, the use of alliterations 
etc. 
The significant point of this thesis is to establish the piece of 
information that the language of literature differs from non-literary or 
ordinary texts and an understanding of literary language helps to develop the 
sensitivity of literature. It will also be in strength of things to suggest some 
ways as to equip the readers recognize and appreciate literature in a better 
way. The appropriate way would be that the readers be guided by teaching 
literary stylistics. The readers of English poetry would definitely appreciate 
and comprehend the verbal artistry of Tennyson and other poets and this 
technique and method will enable the readers to understand the music in 
literary texts. 

CHAPTER 1 
LANGUAGE OF LITERATURE 
In literature the ambition of the 
novice is to acquire the literary 
language: the struggle of the adept 
is to get rid of it. 
--George Bernard Shaw 
The language of literature Is a register that is used in literary writings, 
and which frequently differs in lexicon and syntax from the language used in 
everyday discussion. Here, it proposes a distinction, ultimately elaborated into 
a continuum, between 'literary' and 'non-literary language'. The former is 
identified as that which is functionally polysemous, admitting of more than 
one meaning; metaphor and ambiguity are two of the more commonly 
studied varieties. The latter is language that is functionally monosemic, 
carrying a single meaning. Literary texts have the ability to add new meaning 
to language as well as reveal its inherently polysemic nature. 
1.1. LITERARY AND NON-LITERARY LANGUAGE 
There have been a variety of attempts to distinguish, if only 
terminologically, the difference between the language of literature and the 
language of everyday use. A literary text is a text which demonstrates a 
propensity for the use of literary language. It is the language which has a 
specialized mode of expression. It is aesthetically organized and striking 
vogue of speech different from the existing or established mode. It can be 
understood as deviation from the norms. The principle upon which the 
definition of literary language will be based is the concept of multiple 
meaning, known variously as plurisignation, polysemy, poly- or multi-valency. 
Literary language can be approached in three ways: -p'TTT^qrw 
1.1.1. Literary language as parole 
The notion of parole is helpful in understanding literary language. 
Those elements of language which are not shared by all members of the 
speech community are known as parole. It is the product of the personality of 
the individual speaker; it is an individual, wilful and intellectual act. 
1.1.2. Literary language as idiolect 
According to R. H. Robins (1997) idiolect is the speech pattern of a 
distinct personality. Crystal and Davy (1969) also investigated and concluded 
that exceptional idiosyncratic linguistic features furnish an explicit upshot of 
linguistics originality, and such features are intentionally introduced to make 
an explicit linguistic distinction. It is this idiolectal characteristic that provides 
a distinct disposition to a literary piece of writing. 
1.1.3. Literary language as deviance 
For communicating vision the artistic writers use particular and unique 
use of language. The literary language allows the reader to make innovations 
by exploiting grammatical possibilities. So deviation from the standard 
approach of expression is a mark of literary language. Here the language is 
transformed first into a form of a language differing from the original form. In 
other words, in order to work through language the reader works on 
language. The deviation enables the reader to express thoughts and feelings 
which would otherwise remain unexpressed. 
Literary language 
polysemic 
implicit 
sturdy/poetic metaphor 
connotation 
open/indeterminate 
less probable 
less entropic 
more information 
more potential messages 
strident 
aesthetic 
imaginative/artistic 
Non-literary language 
monosemic 
explicit 
conventional/extinct metaphor 
denotation 
closed/closure 
more probable 
more entropic 
less information 
less potential messages 
apparent 
non-aesthetic 
unimaginative/non-artistic 
1.2. LITERATURE: NATURE AND FUNCTION 
Literature is the verbal manifestation of man's affections as acted upon 
in his relations with the substance, culture, and his Originator; that 
manifestation being as varied as the moods that go by over his soul, whether 
they articulate of love or hatred, of delight or distress, of apprehension or 
faith. In a word, the language that addresses itself to the human in man is 
literature. It may be abstract, as in metaphysics; but so long as it deals with 
questions that touch him as intimately as his origin and his destiny, so long 
will it possess a charm for all times and all peoples. Matters purely scientific 
do not possess this trait. Men enjoyed the glow of day as well when the 
corpuscular theory was in vogue as they do at present, convinced of its 
absurdity, and of the truth of the wave theory. But he who reads the history 
of society, and studies the trials and triumphs and failures of individuals like 
himself ~ who has watched the ways of a Pendennis and a Copperfield, or 
followed Evangeline in her tried and beautiful life, or imbibed the deeper and 
more earnest lessons taught by a Job and an Augustine - will learn to look 
more kindly on his fellow-man; the light in which humanity will appear to him 
will be all the brighter for his extended acquaintance. The feature of literature 
is to articulate in an unusual way differs from everyday verbal communication 
of human race, also distinguished from the technical language of science. It is 
co-extensive with thought and with science, ranging from the inmost depth of 
consciousness in the soul to the farthest and highest point outside of it, which 
is God, the Author of all being. It differs from thought not only in form, being 
its outward expression, and as it were its garment, but also because to 
thought it adds feeling; it differs from science, because it seeks to realize not 
only the true, but likewise the beautiful. 
Literature appeals to the sentiments in their widest range, from the 
sphere of simple delight, such as is afforded by the fable, the nursery tale, or 
the popular scientific treatise, through all phases of passion, to the intense 
strain of terror or pity inspired by tragedy. It enlists the reader's attention; it 
moves him to tears; It excites him to mirth and laughter; and often, while 
professing only to please, it initiates him into all the secrets of the heart. 
Literature has its roots deep in the nature of man. He thinks, feels, and 
speaks; he has the faculty of remembering and the power of recording; and 
Instinctively he believes his own soul to be the mirror in which he may read 
other men's souls. It may therefore be concluded that the essential code of all 
literature is that a common humanity underlies our individual personalities. 
What affects one, has influence, as a canon, to affect all. For each of us it is 
true that he is a stranger to nothing human. 
Literature varies in its forms. These forms are limited by the social 
conditions under which they are shaped. All literary ideals are determined by 
the environment of human association from which they issue. The ideals of 
one age are not the ideals of another. Individual character has much to do in 
moulding both form and expression; the social conditions influencing the 
author are no less potent in giving colour and tone to his composition. Hence 
we may infer that a law of progress and of limitations runs through the 
history of all literature, and that literature varies in its ends according to the 
degree of civilization embodied in the manners, customs and modes of 
thinking of the people to whom it appeals. 
Literature fosters and partially satisfies this craving of his nature. It 
bears him into the regions of the sublime, the beautiful, the marvellous; and 
his soul rejoices in the transfer. Deep in the recesses of his heart there 
resound vague whisperings, the exact import of which fancy seems 
incompetent to catch -- spectres of thought to which imagination has been 
unable to give shape or hue; weak impulses, whither tending he cannot tell. 
It is the function of literature to interpret. It also evokes ideas; for man is so 
much the creature of education, so totally helpless is he when isolated, that 
his intelligence cannot be developed until external influences are brought to 
bear upon it. The clash of thought educes new thought. Mind influences mind, 
even over the chasm of ages. For a thousand years Aristotle is the inspiration 
of the philosophical world. The genius of Thackeray expands only after it has 
been saturated with the master-pieces of Richardson and Fielding. 
1.3. LANGUAGE AND LITERATURE 
It is difficult to supply a sound and incontrovertible definition of the 
term "literature" but what can be asserted is that literature is not the name of 
a simple, straight-forward phenomenon, but an umbrella term which covers a 
wide range of actions. However, when it becomes a subject of study, it may 
be seen as an activity involving and using language. H. G. Widdowson (1971) 
found that the study of a literary piece is chiefly a redraft of language in 
function. This comprehension is based on the realization that literary 
language is an illustration of language in exercise. Thus, studying the 
language of literary texts as language in operation is seen as enhancing the 
learner's appreciation of aspects of the different systems of language 
organization. 
Linguistic difficulty has been one of the main arguments against 
literature. There has been a general pre-supposition that to study literature, 
one required knowledge of the intricacies of language and an inherent 
interpretative ability to derive the writer's message. Traditionally, literature 
has been used to teach language use but rarely has it been used to develop 
language use. The advantage of using literature for the latter purpose is that 
literature presents language in discourse in which the parameters of setting 
and role-relationships are defined. R. Carter (1986) insists that a natural 
resolution would be to take an approach in which language and literature 
teaching are more closely integrated and harmonized than is commonly the 
case at the present time so that literature would not be isolated, possibly 
rejected, on account of the "literariness" of its language: 
It is my contention that some of the 
language activities and worl< with models 
on the literariness of texts can aid such 
development, and that responses can best 
develop with increased response to and 
confidence in working with a language 
using a variety of integrated activities, with 
language-based hypotheses and in classes 
where investigative, student-centred 
learning is the norm. (R. Carter, 1986) 
Another argument against literature also relates to literariness. With 
the sieve to communicative approaches to ELT in the eighties, literary 
language is seen as not providing the conventional and appropriate kinds of 
language required to convey, practical, everyday messages. Poems, dramas 
and novels make use of the same basic language system but have differing 
functions from non-literary discourses in the communicative function. The 
result is that poets, novelists and playwrights produce linguistic messages, 
which by their very nature, stand out prominently against the reader's 
background awareness of what is both communicatively conventional and 
linguistically appropriate to the social purpose that the message is to fulfil, 
though grammatically intelligible in terms of syntax and vocabulary. Yet, what 
emerges from such work is the recognition that the precise contextual values 
of every word, phrase, clause and sentence can be inferred from its 
interaction with all the others in the text. 
Literature is a shape of language that breaks with the whole definition 
of genres as forms adapted to an order of representations, and becomes 
merely a manifestation of a language which has no other law than that of 
affirming in opposition to all other forms of discourse its own precipitous 
existence. In the attempt to define the term 'literature', one can distinguish 
between two general directions: a broad and a narrow definition. The broad 
definition incorporates everything that has been written down in some form 
or another, i.e., all the written manifestations of a culture. Needless to say 
that such a broad definition is problematic as it does not really facilitate 
communication about the topic. Furthermore, this concept neglects the fact 
that in many cultures in the past and for a number of indigenous peoples 
today, literature has not been captured in written media but has been passed 
down in a long oral tradition of storytelling, myths, ritual speeches, etc. 
Attempts to come up with a narrow definition have, however, led to such a 
diversity of approaches that one can hardly talk about 'the' narrow definition. 
Nevertheless, it is possible to sift out some of the criteria scholars have 
applied in order to demarcate 'literary texts' from 'non-literary texts'. These 
criteria include: 
• fictionality 
• specialized language 
• lack of pragmatic function 
• ambiguity 
1.3.1. Fictionality 
One characteristic attribute of literary texts possibly is fictionality. 
People usually have the identical opinion those literary texts, even if they 
attempt to represent reality in some form or another, are ultimately products 
of a writer's thoughts and that at least the characters and their conversations 
are fictitious. On the other hand, texts that are normally read as non-fiction, 
like reportage, often display features that remind one of literature. Consider 
the following example: 
XkiiJi«5iS 
Sesca Rompas climbed on to a plastic stool 
and peered througfi a dirty window at her 
brottier, Aldo Kansil, lying motionless in a 
bed below. He was a pitiful sight: two drips 
attached, arms swathed in bandages, his 
face an angry mosaic of bums. 
(Marks, 2002, p. Asia) 
Taken out of its situation, it is difficult to decide what type of text this 
is. If one looks at the way this passage is written, one can easily imagine this 
to be the beginning of a novel. First, it is a descriptive passage which 
introduces a certain setting. The window is dirty and so high up that the 
woman needs a plastic stool to be able to peep through it. The brother's 
desolate state is captured in epithets describing his motionless, afflicted body. 
Secondly, characters are Introduced and a mini plot is elaborated: A woman 
called Sesca Rompas visits her brother, Aldo Kansil, who is in hospital. Just 
like the beginnings of novels, this text passage is written in such a way as to 
urge the reader to read on and to find out more, e.g., who are these people, 
why is the brother in hospital, what happened? Moreover, the language used 
is reminiscent of literary texts. We can identify rhetorical devices such as 
alliteration ("bed below"), metaphor ("angry mosaic of burns"), asyndeton 
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and ellipsis ("two drips attached, arms swathed In bandages"). In other 
words: The text uses embellishments to present a specific 'story world' and to 
attract the reader's attention. And yet, these are in fact the opening lines of a 
newspaper article (Marks, 2002) which deals with the victims of a Balinese 
bomb attack. With this information in mind, we suddenly stop regarding this 
text as fiction: We take it for granted that the people described here are real 
and that the events related In the text are also real. 
What does this pattern tell us? First of all, we can utter that the 
boundaries between 'fact' and 'fiction' are often blurred and by no means 
always identifiable. More importantly, whether a text is fictional or not, is 
perhaps less the consequence of some inherent quality of the text but of a 
reader's attitude towards it. If one knows the text above is from a newspaper 
one automatically assumes that the 'story' must be real. By contrast, if this 
had been the beginning of a novel, one would undoubtedly have classified 
these characters and the setting as fictitious. In other words; people as 
readers are conditioned through education and cultural norms to approach 
texts in certain ways. In this view, fictionality is no longer an inherent feature 
of literary texts but part of our expectations of what a literary text should be. 
Likewise, literary language is partly determined by the fact that readers want 
to read it as 'literary'. This will be explored in the following sections: 
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1.3.2. Specialized Language 
Should there to be a specialized language for literature, apart from 
normal language? The pronouncements of the critics 20th-century should not 
be puzzled with emphasis that 18th-century English neo-classicism ended with 
a poetic diction, a unique vocabulary reserved exclusively for the exercise of 
the poet. These were identical poetic phrases, formulaic epithets; many of 
them originate in Pope's translations from Homer. 
People often say that literary language is 'special' and that it differs 
considerably from normal everyday language" The linguist Roman Jakobson 
(1960) spoke of the poetic function of literary texts in his essay ^'"Linguistics 
and Poetics. Closing Statement", i.e., the fact that literary texts draw 
attention to the language they employ. As the Russian Formalists maintained 
in the early twentieth century, literary texts make use of language in such a 
way that it becomes strange and unfamiliar in a given context. They called 
this process defamiliarization. The following example from Charles Dicken's 
(1994) BleakHouse\\\\}S\x^\s.s this process: 
Foot passengers, jostling one another's 
umbrellas, in a general infection of ill-
temper, and losing their foot-hold at 
street-corners, where tens of thousands of 
other foot passengers have been slipping 
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and sliding since ttie day brolce (if tijis day 
ever brol<e), adding new deposits to tiie 
crust upon crust of mud, sticldng at ttiose 
points tenaciously to the pavement, and 
accumulating at compound interest 
(ch. 1) 
The manner the bad November weather in London is described here 
has hardly anything to do with the way people would normally converse about 
the weather. One thing is particularly conspicuous: the blending of a 
description of natural phenomena ("mud", bad weather) with the jargon of 
the world of finance ("deposits", "accumulating", "compound interest"). By 
combining these two areas, the words are taken out of their usual context 
and put into another one, which thus becomes 'new' and 'unfamiliar' to the 
reader. Readers are attracted by this strange linguistic description and they 
start to wonder why such language is used here. One explanation might be 
that London as one of the financial centres in the mid-nineteenth century has 
become so immersed in its business that even nature participates in it and is 
no longer 'natural'. 
One area where the 'literariness' of language seems to be particularly 
obvious is poetry. Poetry is often marked by a conspicuous shape (lines, 
stanzas, etc.), a dense structure (thematically and linguistically), specific 
prosodic features and rhetorical devices. Now, as the example above from 
The Independent shows, even non-literary texts frequently use rhetorical 
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devices and certain patterns to arouse the readers' interest. Still, readers do 
not necessarily classify them as literature. They do not, for example, consider 
a telephone directory a literary text although it is indeed extremely structured 
and ordered in a special way. Nor do they regard the above-mentioned 
newspaper article a poem. Consider the following sentence from the same 
article: 
Just around the corner, an anxious-looking 
couple was standing close together, 
clutching plastic bag. 
(Marks, 2002, p. Asia) 
At first sight, this looks like a 'normal' sentence. There is nothing 
conspicuous about the words or the sentence structure. What happens if one 
pays attention to the rhythm of this sentence and displays it accordingly? 
Just around the corner. 
An anxious-looking couple 
Were standing close together. 
Clutching plastic bags. 
(Marks, 2002, p. Asia) 
All of a sudden, one realizes that the sentence actually follows a 
regular metrical pattern, namely a trimeter with alternating stressed and 
unstressed syllables. Does that make the sentence poetic? Again, one can see 
14 
that the line between literary and non-literary language is a very fine one and 
that the decision whether a text Is literary or not largely depends on the way 
readers look at the text and perceive its language. Have a look at the 
following poem entitled "FoundFtem" by Ronald Gross (1973): 
A// too often, humans who sit and stand 
Pay the price of vertical posture. Sitting 
And standing combine with the force of gravity. 
Exerting extra pressure on veins and tissues 
In and around the rectal area. 
Painful, burning hemorrhoids result. 
The first thought of many sufferers 
Is to relieve their pain and their discomfort. 
Products, however, often used for this 
Contain no anesthetic drug at all, or one 
Too weak to give the needed pain relief. 
Or only lubricate. But now, at last 
There is a formulation which provides 
Pain-killing power, prolonged relief, on contact. 
Although this text/poem must originally have been an advert for anti-
haemorrhoids medication, we can now read Its language as literary language 
and thus perceive the text as a piece of literature simply because it has been 
transformed by means of formalization and re-arrangement. Trained readers 
of literature may even identify this text as a sonnet because it follows the 
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structural convention of fourteen lines with an octave and a sestet (here 
presented as two tercets). What this example also shows is that the way 
readers read texts depends very much on the context in which they read 
them. If they had read this text on an information leaflet they would never 
have dreamed of looking at it as poetry and paying closer attention to its 
language. As soon as it appears in the guise of a sonnet, however; their 
reading practice also changes and the start treating it as 'literary', e.g., by 
attempting an interpretation. This leads us to the next criterion often 
mentioned in discussions of literary texts, namely their lack of a pragmatic 
function. 
1.3.3. Lack of Pragmatic Function 
Undoubtedly, texts derive their meaning partly from their context. 
Readers read a novel as a novel because it is presented in a certain way. 
Moreover, readers use the novel as a novel and not as a cookery book, a 
newspaper or an encyclopaedia of garden plants, for example. Why is that? 
One might argue that these texts, in contrast to literary texts, have a definite 
pragmatic function, i.e., they are written and used for a specific purpose, e.g., 
to assist with the cooking or gardening or, generally, to Inform the reader. A 
piece of literary writing, on the other hand, need not have been intended by 
the author for any specific purpose. It sometimes seems as though literature 
was just written into time and space, to nobody in particular and without any 
function. 
16 
Nevertheless, it would be Inaccuracy to take that as a basic rule. Even 
literary texts do have a purpose, e.g., to criticize, to educate or even just to 
entertain/appreciate. The fact that some authors are persecuted by political 
and religious groups shows that something must be attributed to their 
writings which other people consider dangerous or at least influential in some 
way or another. While non-literary texts may have a more clearly defined and 
generally agreed-upon function, literary texts can have a range of purposes 
which again depend on the readers. Thus, one can read a book simply to 
have a good laugh or, for that matter, a good cry, or to draw analogies with 
his own life and try to gain consolation or advice from the text. In other 
words: Even if the readers claim that a literary text has no immediate 
pragmatic function, they usually start to ascribe one to it in their usage or 
treatment of that text. While non-literary texts seem to have an inherent 
pragmatic function, i.e., they were 'born' to be a telephone book, a time-
table, a women's magazine, etc., literary texts gain their more specific and 
possibly individual pragmatic function in the reading process. 
1.3.4. Ambiguity 
Individuals generally believe the view that literary texts are far more 
ambiguous and thus often more complicated than non-literary texts. If one 
reads a recipe, for example, or a time-table or an instruction manual, the 
meaning expressed in these texts is presumed to be more or less fixed and 
not open to interpretation. In fact, these texts must not be open to 
interpretation because then they just would not 'work'. A time-table has to be 
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precise in order for people to be able to rely on it. And people using the same 
recipe for carrot cake should reach approximately the same result by 
following the step-by-step instructions. 
This is certainly not the case if these people read a novel, for example. 
As classroom discussions show, different students can come up with rather 
different interpretations of what a specific literary text 'means' or what it tries 
to convey. This is also reflected in the vast amount of divergent critical 
interpretations of literary texts published over the years. So what is it that 
makes literary texts so ambiguous? For one thing, there is obviously the 
'human factor*: When we read a text we usually bring to bear on it certain 
expectations and interests, and inevitably we start looking for exactly those 
things that seem relevant to us. Thus, for example, Christina Rossetti's (1913) 
long poem Goblin Mailcet can be interpreted as a simple fairytale, as a hymn 
in praise of sisterly devotion, as a poem restating the biblical concepts of sin 
and redemption, as the indirect expression of repressed sexual fantasies, or 
indeed as a combination of all of these facets at the same time. No matter 
which interpretation one favours, one can find evidence for all of them in the 
text if one only searches through it thoroughly. This example illustrates that 
literary texts indeed must have some quality which makes them more 'open' 
than non-literary texts. One can say that literary texts always express 
meaning on different levels or in different layers. In other words: They 
express something beyond their literal 'meaning', and these other layers of 
meaning can be explored by attentive reading and analysis. It is a bit like 
archaeology: the deeper one digs the more interesting one's findings are 
likely to be. At the same time one needs suitable equipment for t^aking ouf 
hidden meanings. That is where literary studies become important and where 
the fun begins once one has mastered the tools at hand. 
1.4. LITERARY TEXTS 
Literary texts are usually defined as those which have been written for 
an artistic purpose, to give pleasure or to provoke thought. They tend to deal 
with thoughts and emotions which make the texts 'worthy' in some ways, as 
well as, or instead of characters and events. Deciding whether a text is 
literary or non- literary, therefore, is a matter of judgment which relates more 
closely to the message of a piece of writing than to whether it describes real 
or imaginary events. 
Until fairly recently, the study of literature was mainly concerned with 
making sure that their worth was interpreted in a particular way. The text 
chosen for study made up what is called a literary 'canon' where those 
included 'unworthy'. This canon included novels/fictions, poems, plays/drama, 
short stories etc. It also included writing which has survived from Old and 
Middle English, non fiction such as diaries and letters, and historical and 
philosophical writing. The decision as to whether a text merits the label of 
'literary' or not is largely a cultural one, and as such, is influenced by social 
changes, which may challenge an established position. Another claim made 
for 'literary' has been that its use of language is somehow special, and that its 
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surface meaning hides a deeper, less obvious meaning. But the texts 
recognized as 'literary' are not the only ones that do this: analysis of a diverse 
range of texts, such as political speeches, newspaper articles and T.V. 
reports, not usually recognized for their literariness, can also reveal meaning 
below the surface. Similarly, the use of devices such as metaphor and similie, 
most often associated with literature, occurs in every type of texts, not just in 
literary texts. 
1.5. STUDY OF LITERATURE 
Literature, like any art form, engages the reader in a complex set of 
emotional, symbolic, moral, intellectual and social considerations. Literature 
uses the normal means of communication - language, images, symbols, 
codes, stories ~ but uses them with more complexity and subtlety than is 
normal in everyday communication. As well, it avails itself of a certain 
sensibility we have to such things as form, sensual experience, rhythm, 
repetition, contrast, which sensibility we call the 'aesthetic'. 
The aim of this work is to provide a sense of how one can begin to 
conceptualize why, aside from the fact that it might be fun, one can profit 
from the reading and study of literature. In the case of literature, as with any 
art form, reading and study are closely allied: the more one learns how 
literature works, the more open one is to the effects that it can have - one 
gains competency as a reader, and literature becomes richer and more 
engaging for one. 
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1.6. LITERARY STUDIES 
The question 'What are literary studies?' does not look complex at first 
sight. However, the answer is not as simple as one might imagine. One 
answer students may obviously give is that English literary studies deal with 
English literature. Thus, literary studies differ from other branches of the 
subject, namely linguistics, where the main focus is on the structures and 
uses of the English language, and cultural studies where students learn how 
the various cultures in English-speaking countries have been constructed over 
centuries. In other words: It is very difficult to draw a dear line, and perhaps 
one cannot and should not delimit the subject area at all, given the diversity 
of texts written in English today. Another question that arises is: What is 
literature? Although most people have some idea of what the term 'literature' 
means, the concept often remains vague and students, when asked about 
distinct features of literary texts, start to falter. In the following section, the 
concept of 'literature' will be discussed in more detail. 
1.7. LITERARY COMMUNICATION 
Communication model applied in linguistics to face-to-face interaction 
(sender - message - receiver), literary scholars have come up with a model 
for literary communication. According to this model, literary production and 
reception obviously require at least two participants: someone who writes a 
literary text and someone who reads it. The literary text itself functions as 
message between author and reader. Of course, the term message must not 
be taken literally. It would be absurd to imagine that an author two hundred 
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years ago, for example, sent a message to me, the present-day reader. 
However, literary texts are usually created for an audience, and by the same 
token literary texts only come to life when they are actually received by a 
readership. That author and reader are spatially and temporally deferred from 
one another in most cases must of course be kept in mind. 
The message is conveyed in a specific material shape, e.g., as a book, 
a stage script, a screenplay, an audio tape, video or nowadays on the internet 
or CD-Rom. In other words: The channel or medium through which the 
literary text is presented can vary significantly. Nevertheless, literary texts 
depend on certain conventions of both producing and receiving literature. One 
should always apply certain strategies when reading a novel, for example, 
such as accepting its fictionality or perhaps special uses of language. For 
example, readers usually set their 'autopilot' on poetry-reading mode if they 
see a text which presents itself in the shape of a poem. Likewise, authors 
follow literary conventions when they create a piece of literature or they 
deliberately defy these conventions to create something new and innovative. 
At any rate, there is always some reference to what we might call the code of 
literary production and reception, i.e., rules for writing and reading texts. 
Another part of the literary code would be the way we classify literary texts in 
terms of genre. Needless to say that literary code can change over the time 
(as languages and cultures generally do) and that different periods have used 
different systems. This is also one of the reasons why literary texts 
22 
themselves change: They accommodate in some way or another to the 
existing literary code, even if they ostensibly move away from it. 
The context of literary production and reception thus becomes very 
important. Both readers and authors are situated in a specific place, historical 
time and cultural context, which of course influence the way they read and 
write. At the same time, the literary text also refers to the external world 
either by imitating what can be found there or by creating an alternative 
world. Reference is a term used in linguistics to denote the relationship 
between a sign and the object it signifies. While this narrow concept is 
problematic for literary studies because objects and persons in a story-world, 
for example, do not strictly speaking refer to Veal' objects or people, the 
concept is useful if one allows for relationships between signs and mental 
models, concepts, ideas, etc. The reference of a literary text to the world is 
thus never direct but is always aesthetically mediated, i.e., it is embedded in 
certain literary conventions and makes use of special linguistic codes. Michael 
Ondaatje's (1992) bestseller. The English Patient, for example, undoubtedly 
depicts circumstances and events related to World War I I but it does it in 
such a way as to leave enough room for poetic renditions of the characters' 
emotions and experiences. 
Literary studies investigate various aspects of the processes shown in 
the communication model. Thus, one can look at the relationship between 
author and text or reader and text; one can focus on the text itself or on how 
it is embedded in its socio-historical and cultural contexts. In sum, one can 
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say that literary studies offer a wide range of areas for research activities, and 
this work will provide an understanding of the language of literature with the 
sensitivity for appreciation of literary texts. 
1.8. LITERARY THEORY 
An area of literary studies, which readers are often afraid of, is literary 
theory. Theories in general can be defined as sets of elaborate, ordered and 
consistent categories which facilitate the systematic exploration and 
explanation of phenomena in a given study area. Literary theory is infamous 
for being complicated, boring or simply self-satisfying. However, people who 
argue along those lines seem to forget that essentially, there is no reading of 
and no thinking about texts without theory. When readers read a poem, for 
example, they approach the text in a certain way and, whether readers are 
aware of this or not, they make assumptions about the text which, in a broad 
sense, already constitute a framework for decoding what the text is, what it 
tries to express, etc. Since their reading practice and their world view in 
general is inevitably steeped in some 'theory' or another, they may just as 
well make an effort to become more familiar with this underlying theory. After 
a while, they may find that their vision has become clearer and that they can 
discern things in texts which they would not have noticed without a 
theoretical background. 
Theory can help the readers to identify small and often minute facets 
of a text. However, if one always wears the same theoretical lens, one risk 
missing out on a lot of other features which may be equally fascinating but 
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which simply do not match the categories or concepts of one's theory. In 
order to avoid that, students should learn early on in their studies what types 
of theory are currently available and how to engage with them critically. 
Literary theories can generally be located at the interface of components of 
the communication model. Thus, one can find theoretical approaches which 
look primarily at the relationship between text and author, while others focus 
on the relationship between text and reader, text and historical reality or text 
and other texts. Theories are useful because they explain systematically 
premises, terms and research questions and because they develop clear 
hypotheses about the effects and functions of texts. Thus, theories also help 
us analyze texts and communicate our findings to others. 
It is important to bear in mind that theory and methodology are closely 
related. On the one hand, theory informs methodology. Thus, the questions 
readers ask about a text will determine which tools they are going to use to 
analyze it. On the other hand, methodology can yield results which may 
ultimately change an already existing theory. It is also important to note here 
that theories depend on the socio-cultural context in which they emerge and 
therefore undergo changes. Theoretical considerations go as far back as the 
classical poetics, i.e., works about the art of writing literary texts, for example 
by Aristotle or Horace. Early examples of theoretical writings about English 
literature are Sir Philip Sidney's (1595) Vie Defense of Poesie, Alexander 
Pope's (1711) An Essay on Cr/t/c/sm and William Wordsworth's (1800) Preface 
to Lyrical Ballads. 
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1.9. LITERARY COMPETENCE 
Culler's Literary Competence is a proposal for a modification of a 
structural literary theory, concentrating on the reader's systematized body of 
knowledge (predetermined by convention). Culler's (1997) response to the 
conflicts in multiple interpretations within the discipline of New Criticism was 
to move the focus from the text to the reader. In his other essay Beyond 
Interpretation, Culler (1976) suggests that the New Critic's assertion on 
'organic unity' for the individual text, and an interpretation of the single or 
isolated text, are fundamentally inadequate methods for a methodical literary 
theory. Consider the following example: 
The real Object of poetics is not the work 
itself but its intelligibility. One must 
attempt to explain how it is that works can 
be understood; the implicit knowledge, the 
conventions that enable the readers to 
make sense of them, must be formulated. 
(Selden, 1985, p. 81) 
Literature is seen as a foregrounding of projection of language. 
Accepting the premise of a structural linguistic model of knowledge. Culler 
expounds on Chomsky's distinction between competence and performance 
because the notion of competence has the advantage of being closely 
associated with the speaker of a language. Like learning/acquiring a language 
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with its grammaticalness, literary competence is learning/acquiring that 
system which is institutionalized by the academe. Like linguistic competence, 
literary competence is that structure containing rules governing the sort of 
sense one might make of a literary text. This competence can be found in 
the readers' act of Interpretation (which Culler perceives as equivalent to 
'parole' and 'performance'.) Readers are led (by writers) to understand the 
text and the paths which these readers take are those of the logic of 
literature. The source of meaning is no longer the writer or reader's 
experience but the operations and oppositions which govern language. 
Because language is a system agreed upon convention, literary competence is 
necessarily also a system agreed by convention--that of the educational 
institution-consciously or unconsciously internalized by the reader. 
Literary Competence focuses on a description of the structured, implicit 
knowledge of readers (and writers) bring to their encounters with texts. What 
sort of procedures do readers follow in responding to works as they do? What 
sort of assumptions must be in place to account for the readers' reactions and 
interpretations? Literature in this wisdom is an institutional indication that 
gives human beings a rationale to expect that the results of the reading 
efforts are worth it. A Cullerean Structuralist Approach to a text would have 
the following components: 
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1.9.1. Convention of distance and impersonality 
This assumes that once we know the code (the text), the reader 
creates a distance (that carries a certain impersonality) from the code. An 
example would be reading fiction. The reader knows that the text is fiction so 
she/he creates a fictional distance. 
1.9.2. Naturalization 
This is a transformation of the strangeness of a text into some form 
that makes sense to the reader. Recognizing the codes tells the reader how to 
interpret such a literary form. 
1.9.3. Rule of Significance 
There is always that assumption that the literary work expresses a 
significant attitude about an important problem. 
1.9.4. Metaphorical Coherence 
The two components of metaphor, i.e. vehicle~the term, tenor-the 
subject to which the term is applied, have a consistent relationship with the 
context of the work. 
1.9.5. Thematic Unity 
The reader almost always expects that the literary work has a unified, 
coherent theme, or main point. Thematic unity is created by the ideas that 
the theme contains: binary oppositions (good v/s evil), a resolution of these 
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binary oppositions (good conquers evil), or a displacement of a binary 
opposition (good v/s evil absorbed by an all encompassing nature). 
1.10. APPROACHES TO THE STUDY OF LITERATURE 
Today, one can differentiate among a complete range of diverse 
theoretical approaches, of which the following summaries can just offer a first 
impression. Generally speaking, one can reach the following theoretical 
approaches: 
Biographical approach 
Psychological or psychoanalytical approaches 
Contextual approaches 
Reader-orientated approaches 
Text-immanent approach and New Criticism 
Structuralist and semiotic approaches 
Poststructuralist approaches 
Feminist approach and gender studies 
Ethnicity and Post colonialism 
Cultural Materialism and New Historicism 
1.10.1. Biographical Approach 
As early as the nineteenth century, scholars considered literary texts 
against the background of the author's biography. The aim was to find 
references to the author's life, education and socio-cultural environment in a 
literary work. Ever since the French critic Roland Barthes (1968) announced 
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the Death of the Author, the biographical approach has lost its appeal for 
many scholars. Barthes and critics following him have argued that an author's 
biography is irrelevant since the meaning of a text only emerges in the 
reading process and the reader thus becomes the real 'author' of the text. 
One could argue against this radical viewpoint that there are texts where 
knowledge of an author's biography can sometimes help us understand the 
text better because otherwise we would not be able to decipher certain 
allusions or references. D.H. Lawrence's (1985) Sons and Lovers, for example, 
draws heavily on Lawrence's own family background. Bearing this knowledge 
in mind, it is then interesting to see where the literary text deviates from 
references to the author's real life. 
1.10.2. Psychological and Psychoanalytical Approaches 
Following Sigmund Freud's (1901) Psychopathology of Everyday Life on 
the unconscious and the interpretation of dreams, critics in the 1930s 
attempted to interpret literary texts with regard to the author's psychological 
state or the psychology of the text itself. Thus, one question raised for 
Shakespeare's (1982) Hamlet, for example, was whether Hamlet suffered 
from the Oedipus complex. The reading process has also been considered 
from a psychological point of view. 
1.10.3. Contextual Approaches 
Contextual approaches go back to the nineteenth and early twentieth 
centuries where scholars asked to what extent literary texts were rooted in 
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the historical, political, economical, philosophical, religious, etc. contexts of 
their production. E.M.W. Tillyard's (1943) study, for example, investigates 
instantiations of the Elizabethan World Picture in Shakespeare's worl<s, and 
Ian Watt (1957) asks to what extent Daniel Defoe's (1719) Robinson Crusoe 
is related to Puritanism and the rise of the middle class in the eighteenth 
century. Eagleton and Milne's (1996) Marxist Literary 71heory\s an example of 
Marxist criticism which regards the production of literary texts as the 
interface of material and socio-economic circumstances. While after the 
Second World War contextual approaches, especially the Marxist tradition, 
were initially regarded as outdated, they have had a major comeback over the 
last two decades in approaches like new historicism, cultural materialism and 
cultural studies. 
1.10.4. Reader-orientated Approaches 
The most well-known reader-orientated approaches to literary texts are 
reader response theory for Anglo-American criticism and reception theory or 
reception aesthetics, which chiefly originated in Germany. The questions 
reception theorists ask focus mainly on the relationship between text and 
reader. Thus, one can investigate what exactly happens during the reading 
process in the reader's mind, how readers react emotionally to texts and In 
what ways the reception of literary texts is influenced by socio-demographic 
factors such as age, gender, social class, education, etc. An important 
concept in reception theory is that of textual gaps or blanks which readers 
have to fill while reading a text. In filling the gaps, readers also contribute to 
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the construction of a texfs meaning. Other reader-orientated approaches take 
into account the historical dimensions of text reception and investigate how 
readings and interpretations of texts change over time. Thus, one can asl<, for 
example, how Shakespeare's contemporaries are likely to have perceived his 
plays in comparison with modern theatre goers. 
1.10.5. Text-Immanent Approach and New Criticism 
In the first half of the twentieth century, a critical approach emerged 
which opposed prevailing practices of considering the biographies of authors, 
social contexts and literary history. This new approach, which came to be 
known under the name of New Criticism, focused on the literary work itself as 
an independent entity. Studies by authors such as Cleanth Brooks^  and Robert 
Penn Warren postulated the method of close reading, i.e., a detailed 
investigation of the overall composition of texts with regard to their unifying 
principles. At the centre of this approach was the idea that all the elements of 
a text ideally formed a coherent whole both on the formal and the content 
level. Further questions addressed the principles whereby literary texts create 
rich and varied meanings, which can ultimately lead to ambiguities. 
1.10.6. Structuralist and Semiotic Approaches 
other approaches which deal primarily with the code in the literary 
communication are the so-called structuralist and semiotic approaches. 
Structuralism and semiotics were greatly influenced by structuralist linguistics, 
most notably by Ferdinand de Saussure's (1959) Course in General Linguistics 
on linguistic signs and later by Noam Chomsky's (1965) Aspects of the Theory 
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of Syntax on transformational grammar. A first group of theorists under the 
title of Russian Formalism considered literary language as deviant from 
everyday language and postulated the concept of the poetic function of 
literary texts, i.e., the fact that literary texts always draw attention to their 
literariness by using language in unusual or 'unfamiliar* ways. This process is 
called defamiliarization. Authors to be mentioned in this context are Roman 
Jakobson and Victor Shklovsky. The structuralist approach also had a great 
impact on narratology, i.e., a research area which focuses on narrative 
structures, in France A.J. Greimas, and Gerard Genette as well as in Great 
Britain and the USA Robert Scholes, Jonathan Culler, and Seymour Chatman. 
Generally speaking, structuralists assume that literary texts function on the 
basis of an underlying 'grammar* according to which individual parts of a text 
are structured. Thus, it is possible to sift out universal patterns, e.g., with 
regard to plot structures or functional roles of characters (protagonist, 
antagonist, etc.). 
Closely connected with structuralism is semiotics, i.e., the study of 
signs and sign systems and the process by which signs are assigned meaning. 
Semiotics goes back to Saussure's description of the linguistic sign consisting 
of a signifier, the sound image (TREE or TABLE), and a signified, the concept 
the sound image denotes (the concept of 'tree' or 'table*). Signifier and 
signified are inseparable like the two sides of a coin. According to Saussure, 
the relationship between 'signifier' and 'signified' is arbitrary, and a sign 
receives its meaning solely from the fact that it differs from other signs and 
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not because it refers to an object in the real world, the referent. The Yeality' 
we perceive is thus only a projection of the meaning inherent in the linguistic 
system rather than a transcendental meaning beyond language. In a literary 
text, the semiotics of the story-world as Vealit/, for example, can be achieved 
through a number of 'signifiers' such as speech, the characters' body 
language, spatio-temporal frameworks, etc. 
1.10.7. Poststructuralist Approaches 
In reaction to structuralism and semiotics, poststructuralist approaches 
deny the existence of universal principles which create meaning and 
coherence. Deconstructive theory, for example, which was first propagated by 
the French philosopher Jacques Derrida (1978), preserves that even inside 
the linguistic organization there can be no decisive denotation because 
signifiers for all time consign to other signifiers and certainly not to a 
signified. This can be exemplified by what occurs when one attempts to find 
out a word in a dictionary. What one generally finds is a description or 
elucidation of the word which in turn uses words that can be looked up and 
so on. Signifiers turn out to be traces, and meaning is continuously deferred. 
Derrida introduced the term difference, a combination of the French word for 
'difference' (difference) and the gerund of the verb denoting ^defer/postpone' 
(different), to capture this process. Since words in a text are always 
reminiscent of other signifiers, one can never establish a 'fixed' or 'final' 
meaning of words and thus of texts. This poses questions for literary studies 
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concerning the validity of interpretations: If tiiere is no finite meaning, can 
one speal< of texts at all? And can there be 'wrong' Interpretations at all or do 
we have to allow for endless possibilities of reading a text? 
While deconstructive theory focuses entirely on written texts, the so-
called poetics of culture regards literature as a semiotic subsystem in which 
culture is reflected. The common underlying assumption is that cultural 
systems, like signs, do no consist of fixed binary oppositions. Michel 
Foucault's (1981) The Older of Discourse, which applies historical discourse 
analysis, was path breaking in this context. 
1.10.8. Discourse Analysis 
Discourse analysis was path breaking in this context. In his analyses of 
the history of medicine and of sexuality, for example, Foucault considers the 
social discourses about these areas and demonstrates how these discourses 
have changed concepts and ideas about medicine and sexuality over time. 
Discourse in Foucault's (1981) sense consists of collections of statements 
(both verbal and non-verbal) about a given topic that are culturally defined by 
institutions and through conventions. Discourse thus also becomes an area 
where knowledge Is created and power Is seized and maintained by leading 
social groups. 
1.10.9. Feminist Approaclies and Gender Studies 
Feminist approaches emerged along with the women's rights 
movement in the late 1960s and were initially a reaction against hitherto 
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male-dominated literary studies, which neglected literature produced by 
women and which had perpetuated cliches and stereotypes about women. 
The main merit of feminist approaches was that they rediscovered a number 
of female authors who had been considered 'minor' and allocated them a 
more central place in literary history. At the same time, feminist approaches 
highlight the differences between 'male' and 'female' writing in terms of style, 
topics and structures. More recently, feminist approaches have opened up to 
more general gender studies where gender roles and gendered perspectives 
in literary texts come under closer scrutiny. The so-called queer theory has 
started to address issues concerning literature by and about homosexuals. 
1.10.10. Ethnicity and Post Colonialism 
Through the processes of colonialism and migration, an increasing 
amount of literatures by ethnic minorities has emerged in English-speaking 
cultures all over the world and has become the focal point for postcolonial 
theories, which investigate, for example, aspects of national identities, hybrid 
cultures, the significance of indigenous cultures and problems surrounding 
their 'own' history and language (Edward Said, Horn! Bhaba, Gayatri 
Chakravorty Spivak). Concepts of race and ethnicity and the presentation of 
cultural suppression are also investigated in texts by African Americans, 
Chicano as well as Asian and Indian minorities. 
1.10.11. Cultural Materialism and New Historicism 
The common assumption underlying both cultural materialism and new 
historicism is that literature does not form a realm of its own that can be 
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viewed against the background of socio-historical developments, for example, 
but that it is as much part and expression of a culture as other, non-literary, 
texts (e.g., travelogues, religious tracts, historical documents and 'texts' in a 
much wider sense such as adverts, pop music, TV programmes, film, etc.). 
Both are influenced by Marxist criticism. They try to relate problems of 
interpretation to cultural-historical problems and are concerned with the 
uncovering of power structures (economic, class, culture) as they become 
manifest in literary texts. 
Both movements are interdisciplinary in that they draw upon insights 
and methods from a number of disciplines, and they both question the notion 
of a literary canon, i.e., a set of 'import:anf or 'major* literary works agreed 
upon through convention that are considered to be of a higher quality than 
other texts. By incorporating non-literary expressions of a culture, cultural 
materialism and new historicism raise questions concerning the literariness of 
texts and the function of literature in general and thus, ultimately, the validity 
of disciplines involved in the study of literature. While some scholars 
nowadays wish to include literary studies in a broader discipline of cultural 
studies, others point towards the specifically artistic and aesthetic nature of 
literary texts, which requires a set of special, i.e., literary, analytical tools. 
1.11. INTERPRETATION OF LITERATURE 
The first and foremost task of the analysis and interpretation of 
literature is to find out in some way or other what the text is about, to 
discover its theme, the abstract concept a text presents or deals with. On the 
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face of it, this may seem silly. It would appear that all one has to do is read 
the text and then say what it is about. Why go through all this rigmarole of 
analysis with complicated terminology? 
On a very general level one can of course simply read a text and then 
say something like: This text is about a woman who falls in love with the 
wrong sort of man and who dies in the end. But this sort of response leaves a 
great many questions unanswered: What then is the difference between 
Shakespeare's (1597) Romeo and Juliet, Tennyson's (1832) The Lady of 
Shalot and Dicken's (1853) Lady Dadlockl All of these texts are in some way 
about a woman who falls in love with the wrong sort of man and dies. Why 
do we derive different kinds of aesthetic pleasure from these texts? Why do 
we derive pleasure at all since they deal with a sad event? Such questions 
make it necessary to examine how a text creates meaning, since the 
difference between texts lies not simply in their topic but also in their way of 
presenting this topic. In fact, it Is the modem critical position that the use of 
formal elements is part of the texfs meaning. 
The question that is of interest here is how to analyze a text, how to 
unravel its formal and linguistic code in interpretation. Much of the meaning 
and effect of literary texts depend on patterns of repetition or contrast (which 
is a sort of negative repetition). This is particularly pronounced In poetry, but 
it is a phenomenon of all literary texts. These patterns can be created on all 
levels: rhythmic, metrical, phonological, morphological, syntactical, and 
semantic. It is these patterns that need to be uncovered and understood. The 
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ability to decode and understand tlie use of form enables us to make certain 
aesthetic judgments, it facilitates us to explain to a certain extent why some 
texts have a notable impact on readers and other texts have not. 
Once these patterns and especially their functions have been analyzed 
separately, it usually becomes apparent that all the separate patterns of 
repetition taken together form new and larger patterns of thematic 
coherence. A useful concept for establishing such patterns of thematic 
coherence is the concept of isotopy, introduced by the French critic A.J. 
Greimas (1966). Jahn (2002) also opines that an Isotopy is a series of 
terms/expressions joined by a universal 'semantic denominator'. Thus a series 
of terms or ceremonial elements in a text might transmit to the disparity 
between life and death, or a development from despair to consolation, or an 
end and a new beginning and so on. Patterns of rhythm, sound/syntax assist 
or highlight thematic patterns. 
According to M.H. Abrams (1999), literary texts usually expand their 
subject matter within a certain structure. Such structures can be created 
through plot progress, a change of setting, a change of narrative voice, or 
with rhyme patterns or stanzas in poetry. A sonnet for instance might portray 
a problem in the octave and a solution in the sestet. Other poems might have 
a three-part structure cutting across stanzas. This could be, for instance: 
description of an event - reflection on the event - moral drawn from it. In the 
analysis of texts it is helpful to first of all to decide on the general structure of 
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the development that takes place within the text. Related to theme and 
structure is the motif. This is a concept which is derived from music and it 
forms a sub-unit of a texfs overall theme; a motif can be the frequent 
repetition of one significant phrase, description or image within one work or it 
can be a type of situation or formula that occurs again and again in literature, 
such as the carpe diem motif or the enchanted prince. 
1.11.1. Style 
Leech/Short (1981) states that the effect of any text is to a very large 
extent determined by style. In its broadest definition, "style is the way in 
which language is used" (p. 10). It is thus not a phenomenon that is restricted 
to literature; it is necessarily part of any utterance, because for each context 
one chooses the way one speaks: One uses different vocabulary and probably 
different syntax when talking to one's granny than one uses when talking to 
one's examiner in the final oral exam; a report in the newspaper is expected 
to display - and in most cases does - a different style than a love letter. 
Obviously, most people are limited in the range of styles they have at their 
command, and sometimes style expectations are deliberately flaunted. A 
newspaper report written in the style of a love letter will no doubt cause a 
certain amount of surprise and thus possibly increase Its effect. A love letter 
written in the style of a report will most likely cause trouble or appear simply 
ridiculous. 
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There are utterances where style is used with more deliberation than in 
others. Political speeches or manifestos may be counted among such, but also 
most literary texts. In fact, it is partly the calculated and deliberate use of 
language, or, the special attention the receiver pays to the use of language, 
that makes a text literary. 
When examining the style of a text, one scrutinizes mainly two 
aspects: diction (the choice and use of words) and syntax (the sentence 
structure). In other words, one examines which words are used and how 
these words are put together. Closely related to such questions is the use of 
rhetorical devices. Particularly in poetry and verse-drama one also focuses on 
the rhythmical patterns and sound effects. The question at the centre of such 
examinations is HOW the use of diction, syntax and rhetorical devices 
produce certain effects and are aimed to evoke certain responses in the 
reader. Geoffrey Leech and Michael Short (1981) provide a list of categories 
for analysis on which most of the following is based. They also give several 
illuminating examples, demonstrating the use that can be made of style 
analysis in literary studies. 
1.11.2. Diction 
The analysis of diction involves answering a series of questions, all 
relating to the use of vocabulary: its origin, its effect, and its grammatical 
categories. These could be questions such as: 
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Is it simple or complex? 
Latinate or Anglo-Saxon? 
Abstract or concrete? 
Neutral, evaluative, emotionally charged? 
Formal or informal? 
Vulgar or refined? 
Any particular sociolect? 
Any jargon (subject-specific language)? 
Appropriate or inappropriate in the context? 
Are words used in unusual combinations? 
What rhetorical devices are used on the levels of individual sound or word? 
Most important of all remains the question: 
What effect does the use of diction have in this particular text? 
In classical rhetoric styles were classified into three main levels: 
-the grand style, 
-the middle style and 
-the low (or plain) style. 
Certain types of diction were thought appropriate for certain stylistic 
levels. This was called the principle of decorum, which was an influential 
concept well into the eighteenth century. John Dryden, for example, famously 
agonized over the appropriateness of the word 'marjoram' (the herb) for the 
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middle style (he eventually decided it was too low a word). Poetry, perhaps 
more than other types of literary texts, tends to use words or phrases that are 
not current in ordinary conversation, so-called poetic diction. 
1.11.3. Syntax 
Just like the analysis of diction, the analysis of syntax involves 
answering a series of questions relating to the use of sentence structure. 
These are questions such as: 
What kind of sentences are used? 
Simple or complex? 
Long or short? 
Paratactic or hypotactic? 
Statements, exclamations, questions, or commands? 
Is there a type of clause that is preferred? 
Relative clause? 
Adverbial clause? 
Interrogative clause? 
That-clause? 
Rnite or non-finite clause? 
How are sentences linked (sentence cohesion)? 
Are there cross references and what type? 
Are sentences connected with logical links? 
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Or are they purely associative? 
Are any particular sentence structures repeated? 
Are any particular words repeated which create cross references? 
What rhetorical devices are used on the sentence level? 
Once again, the most important question is: 
What effect does the use of syntax achieve? 
There are no fixed answers to this question. The effect of stylistic 
devices will differ from text to text and within texts, depending on the 
immediate context. 
What are syntactical deviations? 
In literary texts generally, and especially in poetry, syntax can differ 
from everyday usage. There is, on the one hand, a certain amount of poetic 
license which makes it quite acceptable for a poet to deviate slightly from 
ordinary syntax to accommodate the sentence to the line form and metre. A 
deviation from common collocation, the way words are combined with other 
words, can achieve interesting effects. Geoffrey Leech (1969) illustrates this 
kind of deviation using the title of Dylan Thomas' poem A Grief Ago. Usually, 
the expression 'ago' is only combined with time measurements: two years 
ago, an hour ago, a week ago, etc. To combine 'ago' with 'grief is a deviation 
from common usage. It is unusual and thus the expression is particulariy 
noticeable, though we still interpret it as a time measurement. The deviation 
draws the reader's attention to the importance that grief has assumed In the 
speaker's life; it has become so dominating that it has replaced other time 
measurements. A rather different effect would be achieved by an expression 
like 'two wives ago'. This collocation, though one can easily work out its 
meaning, makes the speaker sound rather frivolous, perhaps a little callous 
even, since one expects a wife to take a more central part in a man's life than 
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merely as a time measurement. Also, In our culture it is still unusual to 
change wives regularly and often enough to make them convenient as time 
measurements. 
1.11.4. Rhetorical Devices 
The word rhetoric refers to 'the art of speaking or writing effectively'. 
So a rhetorical device is a fancy turn of phrase--a use of language that 
creates a literary effect and, ideally, prompts an emotional response. 
Rhetorical devices are useful. It is /7owsomething is said, not just ivhat'\s said 
that leaves a lasting impression. Having a good idea or something significant 
to say is certainly important, but it is not enough. One must also get the 
message across to the intended recipient(s), and do it in such a way that both 
the message and its importance are received and understood. 
Style is part of classical rhetoric and a number of rhetorical devices are 
worth considering in any analysis of style. For the analysis of literature 
knowledge of rhetorical devices is indispensable, since there is often a 
considerable density of rhetorical figures and tropes which are important 
generators and qualifiers of meaning and effect. This is particularly the case 
in poetry. Especially the analysis of the use of imagery is important for any 
kind of literary text. 
Rhetorical schemes describe the arrangement of individual sounds 
(phonological schemes), the arrangement of words (morphological schemes), 
and sentence structure (syntactical schemes). Rhetorical tropes are devices of 
figurative language. They represent a deviation from the common or main 
significance of a word or phrase (semantic figures) or include specific appeals 
to the audience (pragmatic figures). 
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SummaiY 
• Literature has its roots reflective in the nature of man. 
• The language of literature is a register that is used in literary genres. 
• Literary language differs in lexicon and syntax from the language used 
in everyday discourse. 
• A literary text is a text which demonstrates a tendency for the effect of 
literary language. 
• The language of literature may be understood as divergence from the 
norms. 
• Literary language can be approached in three ways viz. parole, patois 
and deviance. 
• All legendary (literary) ideals are determined by the surroundings of 
human alliance. 
• Literature fosters and to a degree satisfies this passion of his nature. 
• The study of the language of literature is basically a revision of words 
in function. 
• Literature is an appearance of language that breaks with the complete 
characterization of genres. 
• Scholars have come out with the following delineation of 'literary' and 
'non-literary texts'; namely fictionality, specialized language, lack of 
pragmatic function and ambiguity. 
• Literary text itself functions as memo between author and the reader. 
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• Literary Competence focuses on an account of the structured, implicit 
knowledge readers (and writers) bring to their encounters by means of 
texts. 
• A Cullerean structuralist approach to a text would have the following 
components: distance and impersonality, naturalization, rule of 
significance, metaphorical coherence and thematic unity. 
• One can recognize the following 'groups' of theoretical approaches to 
the study of literature: biographical, psychological or psychoanalytical, 
contextual, reader-orientated, text-immanent and new criticism, 
structuralist and semiotic, poststructuralist, feminist and gender 
studies, ethnicity and post colonialism, cultural materialism and new 
historicism. 
• Literary texts usually develop their subject matter within a certain 
structure. Such structures can be created in the course of plot 
developments, a change of setting, a change of narrative voice, or with 
rhyme patterns or stanzas in poetry. 
• Style, as departure from a model, is a notion that issued traditionally in 
literary stylistlcs, regarding literary language as more deviant than non-
literary language employ. 
• Rhetorical schemes portray the ethnicity of individual sounds, the 
arrangement of words, and sentence structure. Rhetorical tropes are 
devices of figurative language. 
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CHAPTER 2 
POETRY 
Poetty is a deal of joy and pain and 
wonder, with a dash of the dictionary. 
--Kahlil Gibran 
A short piece of imaginative writing, of a personal nature and laid out 
in lines. Poetry today is commonly an amalgam of three distinct viewpoints. 
Traditionalists argue that a poem is an expression of a vision that is rendered 
in a form intelligible and pleasurable to others and so likely to arouse kindred 
emotions. For Modernists, a poem is an autonomous object that may or may 
not represent the real world but is created in language made distinctive by its 
complex web of references. Postmodernists look on poems as collages of 
current idioms that are intriguing but self-contained — they employ, challenge 
and/or mock preconceptions, but refer to nothing beyond themselves. 
Poetry may well be the art of putting emotions into black and white. A 
good poem lies somewhere beyond mere words: it is the intangible, 
exultation in things vaguely apprehended, something which emerges out of its 
own form, and which cannot exist without that form. Poems are an act of 
discovery, and require immense effort — to write and to be understood. The 
argument against popular amateur poetry is not that it uses out-of-date forms 
(there is no authority here, and art is always a mixture of elements coming in 
and going out of fashion) but that popular poetry finds its conceptions too 
readily. Contrary to contemporary dogma, poetry doesn't have to be 
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challenging, but it does have to explore the nature and geography of the 
human condition. A poem is something unique to its author, but is also 
created in the common currency of its period: style, preoccupations, shared 
beliefs. Many poets have theorized on the nature of their craft. Their 
aphorisms are very quotable, and often provide entry into new realms of 
thought, but they should be used with caution. Poetry is a form of art in 
which language is used for its aesthetic qualities in addition to, or in lieu of, 
it's ostensible meaning. Poetry has a long history to define. Early attempts to 
define it, such as Aristotle's (1953) Poetics, focused on the uses of speech in 
rhetoric, drama, song and comedy. Later attempts focused on features such 
as repetition and rhyme, and emphasized the aesthetics which distinguish 
poetry from prose. From the mid-20th century, poetry has sometimes been 
more loosely defined as a fundamental creative act using language. Poetry 
often uses particular forms and conventions to expand the literal meaning of 
the words, or to invoke emotional or sensual responses. Devices such as 
assonance, alliteration and rhythm are sometimes used to achieve musical or 
Incantatory effects. Poetry's use of ambiguity, symbolism, irony and other 
stylistic elements of poetic diction often leave a poem open to multiple 
interpretations. Similarly, metaphor and simile create a resonance between 
otherwise disparate images—a layering of meanings, forming connections 
previously not perceived. Poetry is the most personal and indirect form of 
fictional expression. The poet can speak directly to an audience, much as a 
narrator in stories i.e. with the help of language. 
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2.1. The LANGUAGE OF POETRY 
The language of poetry has always been associated with place, people, 
culture, and remembering. Poetry differs in visual form from prose. Poetry 
commonly appears as a sequence of lines arranged in stanzas rather than a 
sequence of sentences within paragraphs. Poetry is ultimately characterized 
more by how it communicates than by what it communicates. Poetry relies on 
the sound of the spoken language and relies on figurative language. Poetry 
can tell a story, describe an object or situation, narrate an event, or simply 
express feelings. Whatever the substance of the remarks and the ultimate 
message, poetry is characterized by linguistic elements that go beyond 
standard sentence structure. Above all, poetry involves aspects of language 
that appeal to, and communicate by, sound and sight. It is for these reasons 
that we cannot really speak of restating poetry. Indeed, this is one reason 
many people find poetry difficult. The contemporary poet Kenneth Koch 
(1998) speaks of poetry as: 
a language in which the sound of the 
words is raised to an importance equal to 
that of their meaning, and also equal to 
the importance of grammar and syntax. 
In ordinary language, the sound of a word 
is useful almost exclusively in order to 
identify it and to distinguish it from other 
words. In poetry, its importance is much 
greater. Poets think of how they want 
something to sound as much as they think 
of what they want to say and in fact it's 
often impossible to distinguish one from 
the other, (p. 44). 
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2.2. STYUSnCS 
Stylistics is the description and analysis of the variability of linguistic 
forms in actual language use. The concepts of 'style' and 'stylistic variation' in 
language rest on the general assumption that within the language system, the 
same content can be encoded in more than one linguistic form. Operating at 
all linguistic levels (e.g. lexicology, syntax, text linguistics, and intonation), 
styljsticians analyze both the style of specific texts and stylistic variation 
across texts. These texts can be literary or non-literary in nature. Generally 
speaking, style may be regarded as a choice of linguistic means; as deviation 
from a norm; as recurrence of linguistic forms; and as comparison. 
Considering style as choice, there are a multitude of stylistic factors that lead 
the language user to prefer certain linguistic forms to others. These factors 
can be grouped into two categories: user-bound factors and factors referring 
to the situation where the language is being used. User-bound factors 
include, among others, the speaker's or writer's age; gender; idiosyncratic 
preferences; and regional and social background. Situation-bound stylistic 
factors depend on the given communication situation, such as medium 
(spoken vs. written); participation in discourse (monologue vs. dialogue); 
attitude (level of formality); and field of discourse (e.g. technical vs. non 
technical fields). With the caveat that such stylistic factors work 
simultaneously and influence each other, the effect of one, and only one, 
stylistic factor on language use provides a hypothetical one-dimensional 
variety. Drawing on this methodological abstraction, stylistic research has 
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identified many correlations between specific stylistic factJ r^s vatid l^ rtguage 
V V, ; / 
use. For example, noun phrases tend to be more complex it%>vritten_than i^0-- / 
spoken language in many speech communities, and passive voice^^caJfs^ 
much more frequently in technical fields of discourse than in non technical 
ones. 
Style, as deviation from a norm, is a concept that issued traditionally in 
literary stylistics, regarding literary language as more deviant than non-
literary language use. This not only pertains to formal structures such as 
metrics and rhyme in poems but to unusual linguistic preferences in general, 
which an author's poetic license allows. Dylan Thomas' (1951) poetry, for 
example, is characterized by word combinations that are semantically 
incompatible at first sight and, thus, clearly deviate from what is perceived as 
normal (e.g. a grief ago, once below a time). What actually constitutes the 
'norm' is not always explicit in literary stylistics, since this would presuppose 
the analysis of a large collection of non-literary texts. However, in the case of 
authorship identification, statistical approaches were pursued at a relatively 
early stage. For example, by counting specific lexical features in the political 
letters written by an anonymous Junius in the 1770s and comparing them 
with a large collection of texts from the same period, and with samples taken 
from other possible contemporary authors, the Swedish linguist EllegSrd could 
identify, in the 1960s, the most likely author of those letters. 
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The concept of style as recurrence of linguistic forms is closely related 
to a probabilistic and statistical understanding of style, which implicitly 
underlies the deviation-from-a-norm perspective. It had already been 
suggested in the 1960s that by focusing on actual language use, stylisticians 
cannot help describing only characteristic tendencies that are based on 
implicit norms and undefined statistical experience in, say, given situations 
and genres. In the last resort, stylistic features remain flexible and do not 
follow rigid rules, since style is not a matter of grammaticality, but rather of 
appropriateness. What is appropriate in a given context can be deduced from 
the frequency of linguistic devices in this specific context. As for the analysis 
of frequencies, corpus linguistic methods are becoming increasingly 
important. With the advent of personal computers, huge storage capacities, 
and relevant software, it is now possible to compile very large collections of 
texts (corpus (singular), corpora (plural)), which represent a sample of 
language use in general, and thus enable exhaustive searches for all kinds of 
linguistic patterns within seconds. This methodology is based on the general 
approach of style as probability, by allowing for large-scale statistical analyses 
of text. For example, by using corpora, the notion of text-type—defined by 
co-occurrences of specific linguistic features—has been introduced to 
complement the extra linguistic concept of 'genre'. The linguistically defined 
text types contradict traditionally and none empirically established genre 
distinctions to a considerable extent. In particular, many spoken and written 
genres resemble each other linguistically to a far greater extent in terms of 
text-types than previously assumed. 
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style as comparison puts into perspective a central aspect of the 
previous approaches. That is, stylistic analysis always requires an implicit or 
explicit comparison of linguistic features between specific texts, or between a 
collection of texts and a given norm. In principle, stylistically relevant features 
such as style markers may convey either a local stylistic effect (e.g. an 
isolated technical term in everyday communication) or, in the case of 
recurrence or co-occurrence, a global stylistic pattern (e.g. specialized 
vocabulary and passive voice in scientific texts). From the multitude of 
linguistic approaches to style, two linguistic schools of the twentieth century 
have exerted the most decisive influence on the development, terminology, 
and the state of the art of stylistics: the Prague School and British 
Contextualism. The central dictum of Prague School linguistics, going back to 
the Bauhaus School of architecture, is that form follows function. Firmly 
established since the 1920s, some of this dictum's most important proponents 
are Lubomi'r Dolezel, Roman Jakobson, and Jan Mukarovsky. These linguists 
have paid particular attention to situation-bound stylistic variation. A standard 
language is supposed to have a communicative and an esthetic function that 
result in two different 'functional dialects': prosaic language and poetic 
language. More specific functional dialects may, of course, be identified; for 
example, the scientific dialect as a subclass of prosaic language, which is 
characterized by what is called the 'intellectualization of language'—lexicon, 
syntax, and reference conform to the overall communicative function that 
requires exact and abstract statements. A very important notion is the 
distinction between 'automatization' and 'foregrounding' in language. 
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Automatization refers to the common use of linguistic devices which 
does not attract particular attention by the language decoder, for example, 
the use of discourse markers (e.g. well, you know, sort of, kind of) in 
spontaneous spoken conversations. Automatization thus correlates with the 
usual background pattern, or the norm, in language use—it encompasses 
those forms and structures that competent language users expect to be used 
in a given context of situation. 
Foregrounded linguistic devices, on the other hand, are usually not 
expected to be used in a specific context and are thus considered 
conspicuous—they catch the language decoder's attention (e.g. the use of 
old-fashioned and/or very formal words such as epicure, improvident, and 
whither in spontaneous spoken conversations). Foregrounding thus captures 
deviations from the norm. It is obvious that what is considered as 
automatized and fore grounded language use depends on the communication 
situation at hand. In technical fields of discourse, for instance, specialized 
vocabulary items tend to be automatized (e.g. lambda marker in molecular 
biology), but in everyday communication become fore grounded devices. 
A different, although conceptually similar, tradition of linguistic 
stylistics was established by British linguists in the 1930s and came to be 
called British Contextualism. The most important proponents of British 
Contextualism include John Rupert Firth (1957) and M.A.K. Halliday (1973). 
Their work is characterized by a clear focus, firstly, on the social context in 
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which language is used and, secondly, on the in-depth observation of natural 
language use. From the point of view of British Contextualists, linguists need 
to describe authentic language use in context and should not confine 
themselves to invented and isolated sentences. Additionally, linguistics is not 
considered as an intuition-based study of abstract systems of form as, for 
example, in the merely formal description of autonomous syntactic rules (as 
in Chomsky's approach to language), but as the observation-based and 
empirical analysis of meaning encoded by form. This approach allows for 
insights into the immense variation within language. It is a fact that 
depending on the context of situation, all speakers use different 'registers' 
(i.e. different styles of language, depending on the topic, the addressee, and 
the medium in a given context of use). Note that there is, of course, a clear 
correspondence between the concept of register and the Prague School's 
notion of functional dialect. Although largely abandoned by mainstream 
linguists in the 1960s and 1970s due to the prevailing Chomskyan school of 
thought, it had already been suggested by Rrth in the 1950s that large 
collections of text were a prerequisite for an empirical approach to stylistic 
variation. Thus, it does not come as a tremendous surprise that, among 
others, Sinclair set out to develop computerized corpora that could be used as 
empirical databases. With corpus linguistics now a standard methodology, 
stylistic analyses have reached an unprecedented degree of explanatory 
adequacy and empirical accuracy. For example, stylistic features that are 
beyond most linguists' scope of intuition, such as the non-standard use of 
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question tags in English-speaking teenagers' talk, are now feasible in 
quantitative terms. More importantly, there is no longer a bias toward fore 
grounded phenomena that tend to catch the linguist's attention. A computer, 
in contrast, does not distinguish between conspicuous and common 
phenomena and provides an exhaustive array of all kinds of patterns, 
depending solely on the search query. Thus, the fuzzy concept of 'norm' is 
about to be put on an empirical footing since the accessible corpus norm 
represents the norm of a language as a whole. 
Stylistics is a linguistic branch that is immediately relevant to foreign 
language teaching. This applies to both linguistic and literary stylistics. 
Language learners must know which linguistic devices are preferred by native 
speakers in specific contexts. Without such a linguostylistic competence, 
communication errors may be made in interacting with native speakers, such 
as using highly formal words in informal settings. Also, learners must have 
command of text-typological knowledge, which is important, for example, in 
writing essays. As for literary texts, language learners should acquire a firm 
understanding of those levels of description where stylistic variation may 
occur (e.g. by analyzing Hemingway's syntactic simplicity and, moreover, its 
function). It should be noted that a specific style is sometimes ascribed to a 
language in its entirety. Although the underlying norms remain largely 
unspecified, general tendencies of stylistic preference differ across languages. 
This is particularly important for translators, but also for language learners. It 
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is, for instance, common for German students of English to transfer the 
German style of academic writing, which is characterized by heavy noun 
phrases, to their English essays. As with any other linguistic branch, stylistics 
is very much a work in progress. This is because the object of inquiry 
constantly grows, evolving new and specialized fields of discourse (e.g. 
genetic engineering, computer sciences). Furthermore, new aspects of 
stylistic variation come into existence, such as e-mails, a now widely used 
genre that seems to blur the traditional distinction between spoken and 
written language. As for empirical approaches to style, new corpora make it 
possible to address questions of style not possible before. Also, recent 
theoretical developments will no doubt widen the scope of stylistics. Drawing 
on British contextualists' distinction between language substance (that is, 
sound waves in the phonic medium and printed paper in the graphic medium) 
and language form (that is, anything that can be transferred from one 
medium into the other), it has been suggested that stylistic analysis should 
clearly distinguish between medium-dependent and medium-independent 
stylistic variation. Intonation, for example, is bound to the phonic medium 
and shows stylistic variation that cannot be mapped onto punctuation in a 
straightforward and mono causal way. With regard to the graphic substance, 
English orthography, albeit highly standardized, is also affected by stylistic 
variation, as deliberate misspellings in the language of advertising and 
popular culture (e.g. 2 for to/two/too, lynx for links) reveal. On the other 
hand, words and syntax are linguistic devices that, in principle, are subject to 
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transfer between media, although there are clear medium-dependent 
preferences of lexical and syntactic choice that need to be investigated 
further. The objective and unbiased approach to stylistic variation in authentic 
language use is a cornerstone of modern descriptive linguistics. Unlike 
traditional grammar, it clearly rejects the normative prescription of one 
specific style. 
2.3. STUDY OF POETRY 
M. H. Abrams (1999) and Preminger et al. (1993) discuss and suggest 
the ways of studying poetry. They come out with the notion that it is useful 
first of all to judge the subject matter and the overall development of the 
theme in the poem. Obviously, the kind of development that takes place 
depends to a substantial point on the type of poem one is dealing with. It is 
constructive to maintain two general distinctions in mind lyric poetry and 
narrative poetry. 
2.3.1. Lyric Poetty 
A lyric poem is a comparatively short, non-narrative poem in which a 
single speaker presents a state of mind or an emotional state. Lyric poetry 
retains some of the elements of song which is said to be Its origin: For Greek 
writers the lyric was a song accompanied by the lyre. Subcategories of the 
lyric are, for example elegy, ode, sonnet and dramatic monologue and most 
occasional poetry. 
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In modern usage, elegy is a formal lament for the death of a particular 
person for example Tennyson's (1850) In Memoriam A.H.H. More broadly 
defined, the term elegy is also used for solemn meditations, often on 
questions of death, such as Gray's (1854) Elegy Written in a Country 
Churchyard. 
An ode is a long lyric poem with a serious subject written in an 
elevated style. A famous example is J. Keats (1820) Ode to a Grecian Urn. 
The sonnet was originally a love poem which dealt with the lover's 
sufferings and hopes. It originated in Italy and became popular in England in 
the Renaissance, when Thomas Wyatt and the Eari of Surrey translated and 
imitated the sonnets written by Petrarch (Petrarchan sonnet). From the 
seventeenth century onwards the sonnet was also used for other topics than 
love, for instance for religious experience (Donne and Milton), reflections on 
art (Keats or Shelley) or even the war experience (Brooke or Owen). The 
sonnet uses a single stanza of (usually) fourteen lines and an intricate rhyme 
pattern. Many poets wrote a series of sonnets linked by the same theme; so-
called sonnet cycles depict the various stages of a love relationship. Example 
are Petrarch, Spenser, Shakespeare, Drayton, Barret-Browning and Meredith. 
In a dramatic monologue a speaker, who is explicitly someone other 
than the author, makes a speech to a silent auditor in a specific situation and 
at a critical moment. Without intending to do so, the speaker reveals aspects 
of his temperament and character. In Browning's (1886) My Last Duchess for 
example, the Duke shows the picture of his last wife to the emissary from his 
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prospective new wife and reveals his excessive pride in his position and his 
jealous temperament. 
Occasional poetry is written for a specific occasion: a wedding (then it 
is called an epithalamion), for example Spenser's (1926) Epithalamion or 
Dryden's (1915) Annus Mirabilis. 
2.3.2. Narrative Poetry 
Narrative poetry gives a verbal representation, in verse, of a sequence 
of connected events; It propels characters through a plot. It is always told by 
a narrator. Narrative poems might tell of a love story for example Tennyson's 
(1910) Princes and Maud, or the deeds of a hero or heroine for example 
Walter Scott's (1886) Lay of the Last MinstreL Sub-categories of narrative 
poetry are, for example epic, mock-epic, and ballad. 
Epics usually operate on a large scale, both in length and topic, such as 
the founding of a nation for example Virgil's (1956) Aeneid or the beginning 
of world history Milton's (1972) Paradise Lost. They tend to use an elevated 
style of language and supernatural beings take part in the action. 
The mock-epic makes use of epic conventions, like the elevated style 
and the assumption that the topic is of great importance, to deal with 
completely insignificant occurrences. A famous example is Pope's (1971) Vie 
Rape of tfie Lock, which tells the story of a young beauty whose suitor 
secretly cuts off a lock of her hair. 
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A ballad is a song, originally transmitted orally, which tells a story. It is 
an important form of folk poetry which was adapted for literary uses from the 
sixteenth century onwards. The ballad stanza is usually a four-line stanza, 
alternating tetrameter and trimeter. 
2.4. DESCRIPTIVE AND DIDACTIC POETRY 
Both lyric and narrative poetry can contain lengthy and detailed 
descriptions (descriptive poetr/) or scenes in direct speech (dramatic poetr/). 
The purpose of a didactic poem is primarily to teach something. This can take 
the form of very specific instructions, such as how to catch a fish, as in James 
Thomson's (1758) TTie Seasons or how to write good poetry as in Alexander 
Pope's (1711) Essay on Criticism. But it can also be meant as instructive in a 
general way. Until the twentieth century all literature was expected to have a 
didactic purpose in a general sense, that is, to impart moral, theoretical or 
even practical knowledge; Horace famously demanded that poetry should 
combine prodesse (learning) and delectare (pleasure). The twentieth century 
was more reluctant to proclaim literature openly as a teaching tool. 
2.5. PROSODIC FEATURES I 
Prosody is the study of speech rhythms and versification. Most poetry 
is a rhythmical utterance, that is to say, it makes use of rhythmic elements 
that are natural to language: alternation of stress and non-stress, vowel 
length, consonant clusters, pauses and so on. Various rhythmical patterns 
have different effects on those who read or hear poetry. The central question 
for the analysis of metre and rhythm is to determine the function which these 
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rhythmical elements perform in each poem. Unfortunately, there are no 
general rules about these functions. Once a specific pattern has been 
identified, its function needs to be determined for each text and context 
individually. 
2.5.1 Metre 
Metre is the measured arrangement of accents and syllables in poetry. 
In any kind of utterance we stress certain syllables and not others. For 
instance most people would probably stress the phrase 'And how are you this 
morning' something like this: And HOW are YOU this MORNing? Or possibly: 
And how ARE you this MORNing? Poetry employs the stresses that occur 
naturally in language utterance to construct regular patterns. There are 
various possibilities for metrical patterns in poetry. 
1. Accentual metre 
2. Syllabic metre 
each line has the same number of stresses, 
but varies in the total number of syllables 
each line has the same number of syllables 
but the number of stresses varies 
3. Accentual-Syllabic metre each line has the same number of stressed 
and non-stressed syllables in a fixed order. 
This is by far the most common metrical 
system in English verse 
4. Free verse irregular patterns of stress and syllables 
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The visual representation of the distribution of stress and non-stress in 
verse is called scansion. 
2.5.2. Accentual Metre 
In accentual metre each line has the same number of stresses, but 
varies in the total number of syllables. It Is found in nursery rhymes and it 
was commonly used in Old English poetry. In the late nineteenth century 
Gerard Manley Hopkins (1953) developed the so-called sprung rhythm, in 
which again only stresses are central. A system of accentual metre very 
similar to the medieval pattern has recently re-emerged in rap poetry. 
Hopkins' sprung rhythm has a varying number of syllables but an equal 
number of stresses in each line. In this example each line is supposed to be 
read with five stresses. Obviously, there is some room for interpretation. The 
scansion provided is a suggestion: 
As a dare-gale skylaili scanted in a dull cage 
Man's mounting spirit in his bone-house, mean house, dwells-
That bird beyond the remembering his free fells; 
This in drudgery, day-labouring-out life's age^..^ 
(Hopkins, 1953) 
Nursery rhyme: In this example there are six stresses in each line and 
a varying number of non-stressed syllables between the stresses. For 
example: 
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There was a crooked man and he went a crooked mile 
He found a crooked sixpence beside a crooked stile 
He had a crooked cat which caught a crooked mouse 
And they all lived together In a little crooked house 
(Christie, 1994) 
2.5.3. Syllabic Metre 
Syllabic metrical systems have a fixed number of syllables in each line, 
though there may be a varying number of stresses. They are named, quite 
simply, according to the number of syllables in each line, using Greek 
numbers. A line with seven syllables is called heptasyllabic and so on. 
Seven heptasyllabic 
Eight octosyllabic 
Nine enneasyllabic 
Ten decasyllabic 
Eleven hendecasyllabic 
William Blake, for instance, liked the so-called fourteener, a line with 
fourteen syllables: 
'Twas on a Holy Thursday, their Innocent faces clean, 
The children walking two & two, in red & blue & green. 
Grey headed beadles walkd before with wands as white ass now, 
. Till Into the high dome of Paul's they like Thames' waters flow. 
(W. Blake, 1904) 
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This, it may be noted, is also iambic. Pure syllabic verse is 
comparatively rare in English and what there is, is mostly imported from 
foreign forms of poetry. 
2.5.4. Accentual-Syllabic Metre 
By far the largest number of poems in English uses accentual-syllabic 
metre. In this metrical system both the number of stresses and the number of 
syllables between the stresses are regular. Each single unit of stress and non-
stress is called foot. Strictly speaking, the number of syllables should be 
identical for each line, but it is very often the case that a line leaves one 
metrical foot incomplete, thus varying the number of syllables as a whole. 
Fussell (1967) defines the design of accentual-syllabic metre and states 
that a similar metre has been derived from melodic patterns of classical 
(Greek and Roman) poetry, although it cannot simply be transferred from 
classical languages into English, since in classical languages metre depends 
on syllable intermission, whereas in English it depends on word stress. There 
are plenty of diverse types of metrical foot dimensions but predominantly 
common ones are: 
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iamb 
trochee 
dactyl 
anapaest 
spondee 
o l 
lo 
loo 
ool 
11 
da-DUM 
DUM-da 
DUM-da-da 
da-da-DUM 
DUM-DUM 
A man put on his hat 
And walked along the strand 
And there he met another man 
Whose hat was in his hand 
(Samuel Johnson: Bad poetry) 
Hark, the hour of ten is sounding 
Hearts with anxious fears are bounding 
Hall of Justice crowds surrounding 
Breathing hope and fear 
(Gilbert and Sullivan: Trial by Jury) 
Cannon to right of them 
Cannon to left of them 
Cannon in front of them 
Volleyed and thundered. 
(Tennyson: Charge of the Light Brigade) 
I conceive you may use any language 
you choose to indulge in without 
impropriety 
(Gilbert and Sullivan: lolanthe) 
Bark bark bark bark 
Bark bark BARK BARK 
(T.S. Eliot: Bool< of Practical Cats) 
Notice that some feet have two syllables (lamb, trochee and spondee) 
and others have three (dactyl and anapaest). For obvious reasons, spondee Is 
a metrical pattern which does not occur throughout a whole poem. One 
simply does not stress every single syllable of an utterance for any length of 
time. But it sometimes occurs in a single line or within otherwise regular lines 
of different metrical patterns. 
In accentual-syllabic verse; lines are named according to the number 
of accents they contain, again the Greek numbers are used. 
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accent monometer 
accents dimeter 
accents trimeter 
accents tetrameter 
accents pentameter 
accents hexameter 
accents heptameter 
To name the metre of a poem one usually combines the terms giving 
the stress pattern and the number of stresses per line: A line of poetry that is 
written in iambic metre and has four accents or stresses is called iambic 
tetrameter: 
Had we but world enough, and time 
This coyness, lady, were no crime. 
We would sit down, and think which way 
To walk, and pass our long love's day. 
(Man/ell, 1969) 
A line written in dactyl with two accents is called dactylic dimeter: 
Cannon to right of them 
Cannon to left of them 
Cannon in front of them 
Volley'd and thunder'd 
(Tennyson, 1964) 
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2.5.5. Free Verse 
Free Verse does not use any particular pattern of stress or number of 
syllables per line. It is a type of verse that has been widely used only since 
the twentieth century. Although without regular metre, it is not without 
rhythmic effects and organization. Free verse can be organized around 
syntactic units, word or sound repetitions, or the rhythm created by a line 
break. 
Some quick to arm, 
some for adventure, 
some from fear of weakness, 
some from fear of censure, 
some for love of slaughter, in imagination, 
(Pound, 2001) 
Pound (2001) uses anaphora, rhyme (adventure/censure), word 
repetitions and the effects of pauses created through line breaks to organize 
his verse. 
2.5.6. Metrical Deviations 
A poem that scanned with supreme regularity would more than likely 
refrain on in unbearable monotony. This difficulty is circumvented by little 
deviations that smash the usual pattern of the metrical network. Metrical 
deviations are created by substitution and in recitation. Because metrical 
deviations depart against our prospect, such places are more visible than 
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others. The tension that is shaped t)etween the imaginary metrical grid and 
the actual linguistic and metrical realization is called interplay. Places of 
interplay earn special consideration in analysis because they usually have a 
specific function in conveying the proposition of a poem. 
2.5.7. Substitutions 
To break the monotony of regular metre poets often substitute one 
metrical foot from a regular pattern with another. For example in a series of 
iambic feet one might find a spondee or a trochee as in the following 
example: 
What dire Offence from am'rous Causes springs, 
What might/ Contests rise from trivial things, 
I sing - this Verse to Caryll, l^use! is due; 
This ev'n Belinda may vouchsafe to view: 
Slight is the Subject, but not so the Praise, 
If She inspire, and He approve my Lays. 
(Pope, 2001, pp. 1-6) 
These lines are fairly regular iambic pentameter except the beginning 
of line 5 "Slight is", which is a trochaic foot. This not only breaks the 
monotony of the iambic pentameter (broken once before by the caesura in 
line 3) but it is also rather witty because it puts an unexpected emphasis on 
"Slight", which semantically indicates that it deserves little emphasis. 
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2.5.8. Recitation 
It is important to remember that a person reciting a poem is most 
lil<ely to deviate from the regular metrical pattern - at least, one would hope 
so. Most notably, a division into two types of stress (stressed and not 
stressed) is an extreme simplification of what actually happens. In regular 
speech and recitation there are not merely stressed and non-stressed 
syllables but a number of gradations between the two: specially stressed, 
normally stressed, half-stressed, little stressed, etc. Sometimes the stress 
placed by the metrical pattern will be ignored for certain effects; pauses are 
made or not made, etc. Consider the following example: 
Of man's first disobedience, and ttie fruit 
Of ttiat forbidden tree whose mortal taste 
Brought death into the world, and all our woe. 
With loss of Eden, till one greater Man 
Restore us, and regain the blissful seat. 
Sing Heavenly Muse [...] 
(Milton, 1972, Bk. I.) 
This poem is written in blank verse but It is almost Impossible to recite 
it with a regular iambic pattern. The first line could be more easily read like 
this: Of MAN'S FIRST (half-stress) disoBEdience (pause) and the FRUIT of 
that forBIDd'n TREE (pause) whose MORtal TASTE etc. There are obviously 
other possibilities. A recitation is always an interpretation of the poem and 
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there is no one possible recitation, though metre and rhythm set certain limits 
within which individual interpretations can operate. 
25.9. Rhythm 
Attridge (1995) found that all languages make use of rhythm, and 
poetry exploits these rhythms to create additional meaning. Rhythm generally 
is "a series of alternations of build-up and release, movement and counter-
movement, tending toward regularity but complicated by constant variations 
and local inflections." (p.3) 
Attridge (1995) also feels that the poetic metre and metrical deviations 
contribute to the rhythm of a poem. Rhythm itself is a more general 
phenomenon, relating mainly to the variations of speed in which a poem is 
likely to be read. This speed is influenced particularly by: 
• pauses 
• elisions and expansions 
• vowel length 
• consonant clusters 
• modulation 
2.5.10. Pauses at the End of Lines 
The fact that poems are presented in lines which do not fill the space 
on the page, coupled frequently with rhymes at the end of the line, invites the 
reader - and often also the performer - to pause for a moment at the end of 
each line. Such pauses are especially pronounced for end-stopped lines, lines 
where a syntactical unit comes to a close at the end of the line. These pauses 
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at the end of a line cause a poem to have a different rhythm than prose. They 
also encourage the reader to dwell on individual words and sound more than 
he or she would in prose; they promote a perception of the text in question 
as poetry. Compare the effect of the following text excerpt, once written as 
continuous prose, once as poetry (best to read it aloud!): 
The sea is calm to-night. The tide is full, the moon lies fair upon the straits; 
on the French coast the light gleams and is gone; the cliffs of England stand, 
glimmering and vast, out in tiie tranquil bay. Come to the window, sweet is 
the night air! Only, from the long line of spray where the sea meets the 
moon-blanched land, listen! You hear the grating roar of pebbles which the 
waves draw back, and fling, at their return, up tfie high strand, begin, and 
cease, and then again begin, with tremulous cadence slow, and bring the 
eternal note of sadness in. 
The sea is calm to-night 
The tide is full, the moon lies fair Upon the straits; 
on the French coast the light 
Gleams and is gone; the cliffs of England stand, 
Glimmering and vast, out in the tranquil bay. 
Come to the window, sweet is the night air! 
Only, from the long line of spray 
Where the sea meets the moon-blanched land, 
Listen! you hear the grating roar 
Of pebbles which the waves drawback, and fling. 
At their return, up the high strand. 
Begin, and cease, and then again begin. 
With tremulous cadence slow, and bring 
The eternal note of sadness in. 
(Arnold, 1994) 
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One tends to pause in mid-sentence at a line break which considerably 
slows down the speed of reading and thus brings the individual words more 
to the notice of the reader. When the lines are written as prose, the effect of 
the rhyme words is almost completely lost (fair/air, to-night/light, stand/land, 
bay/spray, fling/bring, begin/in) and also the fact that the "grating roar" 
remains without a rhyme word in this section (it is actually taken up further 
down in the poem), which creates a situation where "roar" is literally 
"grating", because it does not blend in harmoniously with the rhyme scheme. 
Further, the effect of the framing (redditio) with the word "begin" in line 12, 
which visually - and through the pauses at the end of each line also audibly -
emphasizes the return of the new beginning, is also reduced in the prose 
version. / /^ ' ' 
The additional effect achieved throtiigh the line break in this example is 
increased because many of the lines are not end-st5^ped byt run-on-lines 
(enjambment), that is, the syntactical unit carries over into the next line. On 
the one hand, run-on-lines tend to diminish the pause one naturally makes at 
the end of a line. In this sense they speed up the rhythm of the poem. On the 
other hand, the slight pause that often remains despite the run-on-line -
especially when the poem is read silently, since the eyes have to travel from 
the end of one line to the beginning of the next - introduces a pause one 
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would not normally make. Such pauses can be employed for surprising 
effects. Consider the following excerpt from a poem where an African, looking 
for a flat, is talking to a potential landlady on the telephone. He is 
momentarily confused when the landlady asks him for details about his skin 
colour: 
"ARE YOU DARK? OR VERYUGHT?"Revelation came. 
"You mean - like plain or milk chocolate?" 
Her assent was clinical, crushing in its light 
Impersonality. Rapidly, wave-length adjusted, 
I chose. "West African sepia " - and as afterthought, 
"Down in my passport."[...] 
(Soyinka, W. and Gibbs, j . , 1980, p. 7) 
The run-on-line "crushing in its light / Impersonality" puns on several 
possible meanings of the word "light", both as noun and as adjective. At first 
he does not understand what she means by the question "Are you dark?", 
then he realizes what she is asking C'Revelation came"). He reformulates her 
question and in the line "Her assent was clinical, crushing in its light", the 
word "light" first appears to be a noun, repeating the meaning of "revelation" 
two lines earlier. It is easy to imagine a glaring and unkind ^crushing") light 
in the context of "clinical", as in the lights of an operating theatre. For a brief 
moment, the line means that the speaker is crushed because he fully realizes 
the extent of the landlady's colour-prejudice. As the sentence is completed in 
the next line, "light" actually becomes the adjective modifying "impersonality". 
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In this grammatical context it could mean the opposite of 'heavy'. It could 
also be taken to refer to her skin colour, which is presumably white. The pun 
on "light", mainly effective through the run-on-line, thus contrasts the way 
she treats a question which affects him on an intensely personal level with the 
impersonal detachment of someone who has the light skin colour which is 
here given preference. The simple fact that the words are arranged in lines 
achieves additional meaning. 
2.5.11. Pauses within Lines 
A pause can also occur within lines and then it is called caesura. A 
caesura can serve simply to break the monotony of the metrical pattern but it 
usually emphasizes particular words or a contrast within the line. Consider 
another excerpt from Soyinka's Telephone Conversation: 
[...] "Madam, "I warned, 
"I hate a wasted journey -J am African." 
Silence. Silenced transmission of 
Pressurized good-breeding. 
(Soyinka, W. and Gibbs, j . , 1980, p. 9) 
The caesura after "I hate a wasted journey" creates a moment of 
suspense; one is waiting to hear what he has to tell her. The caesura after" 
Silence" in fact acts out the meaning of the word 'silence' and thus intensifies 
its effect. 
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2.5.12. Elisions and Expansions 
There are times when unstressed syllables which are normally 
pronounced are not pronounced in a particular line in order to make the line 
fit the metre. In such cases one talks of elision. Elisions occur mostly when 
two non-stressed syllables follow each other in a metrical pattern that 
demands only one. Sometimes elisions are marked by an apostrophe: 
The silenc'd Preacher yields to potent strain. 
And feels that grace his pray f besought in vain, 
The blessing tJirills thro'all the laboring throng. 
And Heav'n is won by violence of Song. 
(Pope, 1961) 
Attridge (1995) realizes that readers themselves have to decide 
whether or not to elide a syllable. In on most cases, however, it comes quite 
naturally, as one tends to continue in the established rhythmical or metrical 
pattern. 'Indeed, one tends to elide syllables in every-day utterance to 
accommodate certain rhythms of speech" (pp. 126-131). Some syllables are 
always elided in English, for instance most of the past participle '-ed' endings 
as in 'turned', 'talked', 'achieved', etc. Other elisions used to be common In 
everyday speech, and thus also in poetry, but are no longer elisions today, for 
instance words like 'o'eK (pronounced like 'orO for 'over' or "tis' instead of 'it 
is'. 
Elisions that occur in verse but do not normally occur in everyday 
speech create interplay. Often, such places of interplay make an additional 
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point. In the following example the words "chariot" and "hurrying" which have 
three syllables are squeezed Into an iambic tetrameter, the second and third 
syllables are pronounced as one: 
But at my back I always hear 
Time's winged ctiariot flurrying near; 
(Marvell, 1969) 
These elisions are entirely appropriate in this context, since they speed 
up the rhythm and thus literally convey the hurry of time which worries the 
speaker. As can also be seen from this excerpt, syllables that would normally 
be elided are not always elided in metrical verse C'winged" in this example), 
partly because that is an older common pronunciation, partly to fit the metre. 
In such cases one speaks of an expansion. Some editors mark such places 
with an accent mark, but others simply assume that the reader will 
accommodate the pronunciation of words to the metre. 
2.5.13. Vowel Length and Consonant Clusters 
A change In rhythm and speed can be achieved with a change of 
metre. Consider the following example: 
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I have a Gumbie Cat in mind, her name is Jennyanydots; 
Her equal would be hard to find, she likes the warm and sunny spots. 
All day she sits beside the hearth or on the bed or on my hat: 
She sits and sits and sits and sits - and thafs what makes a Gumbie Cat! 
But when the day's hustle and bustle is done. 
Then the Gumbie Cat's work is but hardly begun. 
As she finds that the mice will not ever keep quiet. 
She is sure it is due to irregular diet; 
And believing that nothing is done without trying. 
She sets right to work with her baking and frying. 
She makes them a mouse-cake of bread and dried peas. 
And a beautiful fry of lean bacon and cheese. 
(Eliot, 1982) 
The change from a pleasantly sauntering iamb in the first stanza to a 
more bouncing and bustling anapaest in the second stanza speeds up the 
rhythm of the poem and adequately conveys the change from the Gumbie 
Cat's sedate day-life to her active night-life. The increase of speed is 
supported by the easier catenation (the way the words are linked in 
pronunciation, as in a chain) in the second stanza. 
Apart from metre there are other elements that influence the speed of 
a line of verse. Some critics argue that certain metrical arrangements have a 
tendency to support certain rhythms and thus certain topics better than 
others. Dactyl and anapaest, for instance, tend to have a fairly light and 
playful rhythm. But there is no general rule for the connection between metre 
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and rhythm and there are certainly plenty of examples where dactyl or 
anapaest has anything but a playful effect. Especially iamb and trochee can 
be used for a wide variety of rhythms and speeds. Depending on word choice 
and the arrangement of vowels and consonant clusters they can support very 
fast as well as very slow rhythms. Consider the following example which 
describes the effect of heavy rain in eighteenth-century London. The poem 
begins quite slowly with careful observers may foretell the hour (By sure 
prognostics) when to dread a shower: 
While rain depends, tfie pensive cat gives o'er 
Her frolics, and pursues her tail no more. As the water 
begins to flood the streets and washes along various, mostly 
smelly, items. 
The rhythm is perceptibly increased: 
Now from all part the swelling kennels flow. 
And bear their trophies with them as they go: 
Filth of all hues and odors seem to tell 
What street they sailed from, by their sight and smell. 
Sweepings from butchers'stalls, dung, guts, and blood. 
Drowned puppies, stinking sprats, all drenched in mud. 
Dead cats, and turnip tops, come tumbling down the flood. 
(Swift, 1833, pp. 3-8) 
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When we look at these two poems we see that in the poem by T.S. 
Eliot an iamb was used for a fairly slow rhythm, while in Swift's poem, 
particularly in the last three lines, the iambic is used to convey the speed and 
chaos with which various items are swirled down the street. The increased 
speed in the last three lines is achieved through the use of mainly short 
vowels in: dung, guts, blood, puppies, stinking, sprats, drenched, mud, dead, 
cats, turnip, tops, etc. (compare the beginning, which still has a number of 
long vowel sounds and diphthongs as in Careful, foretell, hour, shower, rain, 
o'er, more, dine, hire, wine). A series of double consonants (swelling, kennels, 
puppies) and alliteration with plosives and unvoiced fricatives (sailed / sight / 
smell, turnip / tops / tumbling, stinking sprats, drowned / drenched / dead / 
down) increase the impression of quick movement. 
A different combination of vowels and consonants can achieve a 
marked slow-down of rhythm: 
For who to dumb Forgetfulness a prey. 
This pleasing anxious being e'er resigned, 
Lett the warm precincts of the cheerful day. 
Nor cast one longing lingering look behind. 
(Gray, 1854) 
Also in iambic metre, the very long vowels in this passage and in 
particular the l-alliteration combined with four repetitions of the consonant 
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combination *ng' f'onging lingering") draw the sounds out into a pensive 
slowness, as indeed is suitable to the theme of the poem: a meditation in a 
churchyard. Notice also how the elision "e'er" in this case actually contributes 
to slow down the rhythm, since it makes the reader dwell on a long drawn-
out vowel sound. 
2.5.14. Modulation 
The discussion of rhythm so far should have made clear that simply the 
metre of a poem does not account for a variety of rhythmical effects. The 
aspect of modulation also deserves some consideration in this context. 
Compare the following stanza: 
Come live with me and be my Love, 
And we will all the pleasures prove 
That hills and valleys, dale and field. 
And all the craggy mountains yield. 
There will we sit upon the rocks 
And see the shepherds feed their flocks. 
By shallow rivers, to whose falls 
Melodious birds sing madrigals. 
(Marlowe, C, and Raleigh. W. 1902, Pal grave ed.) 
Both poems are in iambic metre but they support a very different 
rhythm. Donne's lines assume an almost conversational tone. If, on the other 
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hand, one tries to read Marlow's lines in such a conversational modulation it is 
quite obviously wrong. Marlowe's lines seem to demand a reading with a sort 
of sing-song rhythm which in turn would not suit the Donne stanza. The 
concept of metre is obviously insufficient to account for this phenomenon, 
since both excerpts are in the same metre. Why then is there such a 
difference? 
There appear to be two main reasons: The irregular length of Donne's 
lines (he alternates between pentameter and tetrameter, the last line is a 
trimeter) jolts the reader out of any rhythmic pattern he might be tempted to 
fall into. The frequent caesuras at different positions within the lines further 
disrupt any regular rhythmical development. The regularity of Marlowe's song 
on the other hand encourages the emergence of a regular rhythmical pattern; 
there is almost a danger that the lines start jingling. The second reason for 
the difference in modulation is probably the choice of diction. Donne's poem 
starts out with an impatient colloquial expression f For God's sake!") which 
immediately asks for a fairly colloquial modulation. Marlowe's cheerful 
invitation to be unrealistic uses more 'artificial' or poetic expressions 
C'pleasures prove", "melodious birds sing madrigals") which support a 
modulation of more amplitude. Obviously, the difference in rhythm makes a 
considerable difference in the effect of the two poems. Such rhythmical 
effects must not be ignored in the analysis of poetry since they constitute an 
important part of the poem's meaning. 
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2.6. PROSODIC FEATURES I I 
2.6.1. Sound Patterns 
It has been said above that much of the effects of literary texts depend 
on various patterns of repetition. The Icind of repetition that most people 
associate with poetry is the repetition of sounds, in particular in rhyme. Apart 
from rhyme, there are other sound patterns in poetry which create additional 
meaning, such as alliteration, assonance and onomatopoeia. Such sound 
effects always have a specific function in a poem. It is the task of analysis to 
explicate such functions, because they, too, are part of what the poem 
means, its overall and specific effects. 
2.6.2. Rhyme 
When two words have the same sound (phoneme) from the last 
stressed vowel onwards, they are considered to rhyme. In a full rhyme, the 
consonant preceding the last stressed vowel of the two words is different: 
night/delight, power/flower and so on. There are a number of rhyme forms 
that deviate from the exact observance of the full rhyme. One talks about a 
rich rhyme when the consonant before the last stressed vowel is identical: 
lap/clap, stick/ecclesiastic. When the two rhyme words are in fact the same, it 
is an identical rhyme. When two rhyme words look and sound the same but 
have different meanings this is called a homonym. Both rich rhyme and 
identical rhyme have at times been considered bad form. Sometimes, only the 
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consonants or only the vowel sounds are identical. In such cases one speaks 
of half-rhymes, slant rhymes or Para rhymes: 
reader/rider 
(consonance: same consonants but different stressed vowel) 
poppet/profit, forever/weather 
(assonance: same vowels, different consonants) 
opposite/spite, home/come 
(eye-rfiyme: spelling identical but pronunciation different) 
The most noticeable rhyme is the rhyme at the end of a line, the end-
rhyme. But there are also lines within lines, so-called internal rhymes. 
I've a head like a concertina; I've a tongue like a button-stick 
I've a mouth like an old potato, and I'm more than a little sick, 
But I've had my fun o'the Corp'ral's Guards: 
I've made the cinders fly. 
And I'm here in the Clink for a thundering drink and blacking 
the Corporal's eye. 
(Kipling, 2002) 
When a word in the middle of the line (usually before a caesura) 
rhymes with the word at the end of the line it is a leonine rhyme: 
The Owl and the Pussy-cat went to sea 
In a beautiful pea-green boat 
They took some honey, and plenty of money 
Wrapped up in a five-pound note. 
(Edward Lear, 1995) 
88 
Rhymes can be on one syllable or on two or three syllables. Rhymes of 
one identical syllable are called masculine rhymes: street/meet, man/ban, 
galaxy/merrily. Rhymes of two identical syllables are called feminine rhymes: 
straining/complaining, slowly/holy. Very rarely there are rhymes with three 
identical syllables, so-called triple rhymes: icicles/bicycles. The triple rhyme is 
often used for a humorous effect: 
Her favorite science was tlie mattiematical. 
Her noblest virtue was tier magnanimity, 
Her wit (slie sometimes tried at wit) was Attic all. 
Her serious sayings darkened to sublimity; 
In short, in all things she was fairly what I call 
A prodigy - her morning dress was dimity. 
Her evening silk, or, in the summer, muslin. 
And other stuffs, with which I won't stay puzzling. 
(Byron, 1992) 
Rhyming lines can be arranged according to different patterns. 
The same rhymes are marked using small letters of the alphabet: 
continuous rhyme aaaa bbbb ... 
rhyming couplets aa bb cc ... 
alternate rhyme abab cdcd ... 
embracing rhyme abba cddc ... 
chain rhyme aba bcb cdc ... 
tail rhyme aab ccb ... 
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Sound patterns, especially rhyme, help to divide a poem into sections. 
These sections can help, for instance, to mark various stages of thematic 
development in a poem: the movement from despair to hope, from 
description to moral application and so on. This is notably the case in sonnets, 
where the octet and the sestet or the quatrains and the final couplet often 
form a contrast. 
2.6.3. Alliteration, Assonance, Onomatopoeia 
Apart from rhyme, there are other sound patterns that are remarkable 
in poetry and that are often used to link words which would not otherwise be 
connected. These connections create meaning patterns. Three of these sound 
patterns shall be considered in more detail here: alliteration, assonance and 
onomatopoeia. 
2.6.3. Alliteration 
Alliteration is the repetition of the same sound, usually a consonant, at 
the beginning of words or stressed syllables in close proximity. 
But my grandest creation, as history will tell, 
Was Firefrorefiddle, the Fiend of the Fell. 
(Eliot, 1982) 
2.6.4. Assonance 
Assonance is the repetition of the same vowel sound in the stressed 
syllables of words in close proximity, while the consonants differ: 
90 
Rend with tremendous Sound your ears asunder, 
With Gun, Drum, Trumpet, Blunderbuss & Thunder 
(Pope, 1961, Ep. ll.i) 
2.6.5. Onomatopoeia 
Onomatopoeia is a type of word that sounds lil<e tlie tiling it is 
describing. In these lines Pope also achieves an onomatopoetic effect, since 
the accumulations of the dark and booming u-sound combinations imitate the 
"tremendous Sound" of gun, drum, etc. It should be noted that onomatopoeia 
only ever works in conjunction with the meaning of the words used. One 
cannot recognize onomatopoeia in a language one does not understand. This 
has been famously demonstrated by John Crowe Ransom who changed 
Tennyson's onomatopoetic line "A murmuring of innumerable bees" into "A 
murdering of innumerable beeves". Even though only two small changes have 
been made to the sound, the meaning of the sentence is completely changed 
and no onomatopoetic effect whatsoever remains. (Abrams, 1999, pp. 199) 
2.7. VERSE FORMS AND STANZA FORMS 
The sequences of lines within a poem are often separated into sub-
units, the stanza. Amongst others this is discussed by Saintsbury (1921) in 
Minor Poets of the Caroline Period and Fussell P. (1967) in Poetic i^eter and 
Poetic Form. Two aspects of stanza form are particularly relevant for the 
analysis of poetry: First, a stanza form is always used to some purpose, it 
serves a specific function in each poem. There are no general rules about 
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such functions, the student or critic analyzing the poem has to decide in each 
case afresh which the function is in the particular poem he or she is dealing 
with. Second, well-known stanza forms stand in a certain tradition. The 
sonnet for instance started its career in English poetry as a love poem. When 
John Donne starts using the sonnet for religious topics he places himself 
within a tradition of love poetry. The very choice of the form contributes to 
the intensely personal explorations of the speaker's relation to God in Donne's 
religious sonnets. It is thus useful to be aware of the origin and history of a 
stanza form, since this enables one to judge whether a poet makes use of a 
tradition or writes against it. 
There are a great number of different stanza forms available to a poet 
writing in the English (and that generally means European) tradition. The 
main ones are given in the following list. 
Stichic verse is a continuous run of lines of the same length and the 
same metre. Most narrative verse is written in such continuous lines. Lyric 
poetry, because it is closer to song, usually uses stanzas. 
As wreath of snow, on mountain-breast 
Slides from t/ie rocic ttiatgave it rest, 
Poor Ellen glided from her stay. 
And at the Monarch's feet she lay: 
No word her choking voice commands; 
She show'd the ring, she dasp'd her hands. 
O! not a moment could he brook. 
The generous prince, that suppliant look! 
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Gentiyhe raised her; and, the while, 
Check'd with a glance the circle's smile; 
Graceful but grave, her brow he kiss'd. 
And bade her terrors be dismiss'd: 
'Yes, fair, the wandering poor Fitz-James 
The fealty of Scotland claims. 
To him thy woes, thy wishes bring; 
He will redeem his signet ring. 
(Scott, 1853, Canto. VI) 
Blank verse is a non-rhyming iambic pentameter, usually stichic. Under 
the influence of Shakespeare it became a widely used verse form for English 
dramatic verse, but it is also used, under the influence of Milton, for non-
dramatic verse. 
And now, with gleams of half-extinguished thought. 
With many recognitions dim and faint. 
And somewhat of a sad perplexity, 
The picture of the mind revives agairi; 
While here I stand, not only with the sense 
Of present pleasure, but with pleasing thoughts 
That in this moment there is life and food 
For future years. And so I dare to hope 
(Wordsworth, 1984) 
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Couplet is the name for two rhyming lines of verse following 
immediately after each other. The heroic couplet, popular in the seventeenth 
and eighteenth centuries consists of two lines of rhyming iambic pentameter. 
An octosyllabic couplet is also sometimes called a short couplet. The regular 
metre and the rhyme pattern of the couplet, usually with end-stopped lines, 
provide comparatively small units (two lines in fact) in which to make a point. 
Especially eighteenth-century poets used the form to create satirical contrasts 
within the couplet. In the following example from Pope's (1961) Imitations of 
Horace especially the lines: "To prove, that Luxury could never hold; / and 
place, on good security, his Gold" present a blatant contradiction between 
words and action in a completely harmonious (regular metre, noticeable 
rhyme) poetic form. In consequence the reader notices the contradiction 
somewhat belatedly, almost as an afterthought. The effect is that of thinly 
disguised satire. 
Time was, a sober Englisliman wou'd l(nocl< 
His servants up, and rise by five a cloclc. 
Instruct his Famiiy in ev'ry rule, 
And send his Wife to Church, his Son to school. 
To worship like his Fathers was his care; 
To teach their frugal Virtues to his Heir; 
To prove, that Luxury could never hold; 
And place, on good Security, his Gold. 
(Pope, 1961, Ep. Il.i) 
94 
The terza rima is a variant of the tercet famously used by Dante (1946) 
in his Divine Comedy. The terza rima uses a chain rhyme, the second line of 
each stanza rhymes with the first and the third line of the next stanza (aba 
bcb cdc etc.). 
Tfie snow came down last nigtit like moths 
Burned on the moon; it fell till dawn, 
with simple cloths. 
Covered the town 
Absolute snow lies rumpled on 
What shell bursts scattered and deranged, 
Entangled railings, crevassed lawn. 
As if it did not know they'd changed. 
Snow smoothly clasps the roofs of homes 
Fear-gutted, trustless and estranged 
(Wilbur, 1957) 
The quatrain is one of the most common and popular stanza forms in 
English poetry. It is a stanza comprising four lines of verse with various rhyme 
patterns. When written in iambic pentameter and rhyming abab it is called 
heroic quatrain: 
The curfew tolls the knell of parting day. 
The lowing herd wind slowly o'er the lea. 
The plowman homeward plods his weary way. 
And leaves the world to darkness and to me. 
(Gray, 1854) 
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Tennyson (1850) used a quatrain rhyming abba for his famous poem 
In Memoriam A.H.H. and the stanza form has since derived its name from this 
poem - the Memoriam stanza: 
O, yet we trust that somehow good 
Will be the final goal of ill. 
To pangs of nature, sins of will, 
Defects of doubt, and taints of blood; 
(p. 20) 
The ballad stanza is a variant of the quatrain. Most commonly, lines of 
iambic tetrameter alternate with Iambic trimeter. The rhyme scheme is usually 
abcb, sometimes also abab. 
Down dropped the breeze, the sails dropped down, 
Twas sad as sad could be; 
And we did speak only to break 
The silence of the sea! 
All in a hot and copper sky, 
The bloody Sun, at noon. 
Right up above the mast did stand. 
No bigger than the Moon. 
Day after day, day after day, 
We stuck, nor breath nor motion; 
As idle as a painted ship 
Upon a painted ocean. 
(Coleridge, 1857) 
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The rhyme royal is a seven-line stanza in iambic pentameter which 
rhymes ababbcc. It is called rhyme royal because King James I of Scotland 
used it, though he was not the first to do so; Chaucer employed the stanza in 
Troilus and Criseyde much earlier. 
No blade of grass, no sign of neighborhood, 
Noticing to eat and nowhere to sit down. 
Yet congregated on its blanl<ness, stood 
An unintelligible multitude, 
A million eyes, a million boots in line 
Without expression, waiting for a sign. 
(Auden, 1955, p. 7 ) 
Derives from Italian models like the terza rima and the sonnet do; it is 
a stanza with eight lines rhyming abababcc. The most famous use of the 
stanza form in English poetry was made by Byron in Don Juan, who skilfully 
employs the stanza form for comic effect; in the following example the last 
line renders the slightly pompous lovesickness of the first seven lines quite 
ridiculous. 
"And oh! if e'er I should forget, I swear -
But that's impossible, and cannot be -
Sooner shall this blue ocean melt to air. 
Sooner shall earth resolve itself to sea. 
Than I resign thine image, Oh, my fair! 
Or think of anything, excepting thee; 
A mind diseased no remedy can physic" -
(Here the ship gave a lurch, and he grew seasick.) 
(Byron, 1992, p. 33) 
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The Spenserian stanza, famously used by Edmund Spenser (1959) in 
The Faerie Queens, has nine lines rhyming ababbcbcc, the first eight lines are 
iambic pentameter, the last line is an alexandrine, which breaks the slight 
monotony of the pentameters and is often employed to emphasize a point. 
Here is Spenser's description of the Redcross Knight; the last line emphasizes 
the knight's valour (he feared nothing but everyone feared him): 
But on his brest a bloudie Crosse he bore, 
The deare remembrance of his dying Lord, 
For whose sweete sa/ce that glorious badge he wore. 
And dead as living ever him ador'd: 
Upon his shield the like was also scor'd, 
Forsoveraine hope, which in his heipe he had: 
Right faith full true he was in deede and word, 
But of his cheere didseeme too solemne sad; 
Yet nothing did he dread, but ever was ydrad. 
(p. 8) 
The sonnet is a lyric poem of (usually) fourteen lines in iambic 
pentameter which became popular in England in the sixteenth century. Later 
sonnet writers sometimes varied the number of lines between ten and sixteen 
lines, but still called the poem a sonnet. George Meredith (1995) for example 
in his sonnet sequence Modern Love used sixteen lines; Gerard Manley 
Hopkins (1953) wrote sonnets that had ten-and-a-half lines. 
98 
One distinguishes between two main rhyme patterns in the sonnet: 
The Italian or Petrarchan sonnet is divided into an octave or octet (eight 
lines) rhyming abbaabba and a sestet rhyming cdecde or some variation (for 
example cdccdc). Very often this type of sonnet develops two sides of a 
question or a problem and a solution, one in the octave and, after a turn 
often introduced by 'buf, 'yet' or a similar conjunction that indicates a change 
of argument, another in the sestet. In the following sonnet the speaker 
laments his inability to serve God on account of his blindness in the octave, 
but in the sestet takes courage again from the thought that God will not 
expect more of him than he can do and that his best servitude is to bear his 
lot in patience. Milton (1972) varies the form slightly by placing the turn 
C'but") in the last line of the octave. 
I/I/hen I consider how my light is spent 
Ere half my day, in this dark world and wide. 
And that one talent which is death to hide 
Lodged with me useless, though my soul more bent 
To serve therewith my leaker, and present 
My true account, lest he returning chide; 
"Doth God exact day-labor, light denied?" 
I fondly ask; but patience to prevent 
That murmur, soon replies, ''God doth not need 
Either man's work or his own gifts; who best 
Bear his mild yoke, they serve him best. His state 
Is kingly. Thousands at his bidding speed 
And post o'er land and ocean without rest: 
They also serve who only stand and wait." 
(p. 1) 
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The English or Shakespearean sonnet usually falls Into three quatrains 
and one final couplet The rhyme pattern is most commonly abab cdcd efef 
gg. In the English sonnet the turn often occurs in the concluding couplet, 
which operates rather like a punch line, as in the following example. The first 
twelve lines lament the all-powerful and destructive influence of time, but the 
couplet ventures to express some hope that writing poetry might in fact 
overcome this and preserves the poefs love forever. 
Since brass, nor stone, nor earth, nor boundless sea 
But sad mortality o'er-sways their power, 
How with this rage shall beauty hold a plea. 
Whose action is no stronger than a flower? 
O, how shall summer's honey breath hold out 
Against the wreckful siege of battering days, 
When rocks impregnable are not so stout. 
Nor gates of steel so strong, but Time decays? 
O fearful meditation! where, alack. 
Shall Time's best jewel from Time's chest lie hid? 
Or what strong hand can hold his swift foot back? 
Or who his spoil of beauty can forbid? 
O, none, unless, this miracle have might 
That in black ink my love may still shine bright 
(Shakespeare, 1865, sonnet. 65) 
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An important variant of the English sonnet is the Spenserian sonnet 
which links the quatrains with rhymes: abab bcbc cdcd ee. 
Unrighteous Lord of love, what law is this. 
That me thou makest thus tormented t)e: 
The whiles she lordeth in licentious blisse 
Of her freewill, scorning both thee and me. 
See how the Tyranesse doth joy to see 
The huge massacres which her eyes do make: 
And humbled harts brings captives unto thee. 
That thou of them maystmightie vengeance take. 
But her proud hart doe thou a little shake 
And that high look, with which she doth comptroll 
All this worlds pride, bow to a baser make. 
And al her faults in thy black booke enroll. 
That I may laugh at her in equall sort. 
As she doth laugh at me and makes my pain her sport. 
(Spenser, 1968, sonnet. 10) 
The limerick is used mainly for nonsense verse. It consists of five lines, 
two longer ones (trimeter, one trochaic foot, two anapaests), two shorter 
ones (anapaestic dimeter) and another trimeter (one trochee, two anapaests). 
Edward Lear (1928), one of the most famous limerick- and nonsense verse 
writers, insisted that the first and the fifth line of the limerick should end with 
the same word, usually a place name. 
10! 
There was an old person ofDutton 
Whose head was as small as a button. 
So, to make it look big, 
He purchased a wig 
And rapidly rushed about Dutton 
(p. 11) 
The villanelle has a rather intricate verse and rhyme pattern. It 
originated in France and reproduces the circular patterns of a peasant dance. 
The villanelle has five tercets rhyming aba and a final quatrain rhyming abaa. 
The lines of the first tercet provide a kind of refrain, a recurring repetition of 
one or more lines. Thus the first line of the first tercet is repeated as the last 
line of the second and fourth tercet, the third line of the first tercet is 
repeated as the last line of the third and the fifth tercet. (One really needs to 
look at the example to work this out.) Both lines (first and third line of first 
tercet) form the last two lines of the concluding quatrain. A famous example 
is Dylan Thomas' (1951) poem Do not go gentle into that good night, where 
the highly organized and artificial but also playful form of the villanelle at first 
seems to contrast starkly with the poem's topic: the sick and dying father. But 
the form, which has to bend language into this disciplined playfulness, 
effectively helps to express the speaker's overwhelming desire to install a 
spirit of resistance and a new passion for living in his father. 
Do not go gentle into that good night, a (linel) 
Old age should bum and rave at close of day; b (Iine2) 
Rage, rage, against the dying of the tight a (Iine3) 
Though wise men at their end know dark is right, a 
Because their words had forked no lightning they b 
Do not go gentle into that good night a (linel) 
Good men, the last wave by, crying how bright a 
Their frail deeds might have danced in a green bay, b 
Rage, rage against the dying of the light a (Iine3) 
Wild men who caught and sang the sun in flight, a 
And learn, too late, they grieved it on its way, b 
Do not go gentle into that good night a (linel) 
Grave men, near death, who see with blinding sight a 
Blind eyes could blaze like meteors and be gay, b 
Rage, rage against the dying of the light a (line 3) 
And you, my father, there on the sad height, a 
Curse, bless, me now with your fierce tears, I pray. b 
Do not go gentle into that good night a (linel) 
Rage, rage against the dying of the light a (Iine3) 
2.8. COMPOSITE AND IRREGULAR FORMS 
Quite frequently poets combine various forms or employ no regular 
formal rhyme pattern, though rhyme and metre are nonetheless used. John 
Milton's (1961) Lycidas for example is written in an irregular form: The iambic 
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pentameter is at irregular intervals interspersed with a trimeter. The speaker 
is obviously in a temper because people interfere with his love life. The rapid 
change between pentameter and tetrameter expresses his irritation and the 
irregular flow of speech is conveyed as he switches between the slightly 
slower pentameter and the slightly quicker tetrameter. The final trimeter 
brings the stanza to an emphatic (because notably shorter) conclusion. 
For God's sake hold your tongue, and (Pentameter) 
let me love, 
Or chide my palsy, or my gout, (Tetrameter) 
My five grey hairs, or ruined fortune, (pentameter) 
flout. 
With wealth your state, your mind (pentameter) 
with arts improve 
Take you a course, get you a place, (tetrameter) 
Observe his Honour or His Grace, (tetrameter) 
Or the King's real, or his stamped (pentameter) 
face 
Contemplate; what you will, approve (pentameter) 
So you will let me love. (trimeter 
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Summary 
• Poetry Is an expression of a vision that Is rendered in a shape 
comprehensible and enjoyable to others and so likely to stimulate 
kindred emotions. 
• Poems are an operation of detection, and require huge effort — to 
inscribe and to be understood. 
• Poetry frequently uses meticulous forms and conventions to enlarge 
the literal meaning of the expression, or to invoke arousing or sensual 
responses. 
• Poetry involves aspects of language that appeal to, and converse by, 
resonance and vision. 
• Style as assessment puts into viewpoint an inner feature of the earlier 
approaches. That is, stylistic study always requires an implied or 
explicit evaluation of linguistic description between specific texts, or 
between a set of texts and a certain model. 
• The kind of expansion that takes place depends to a substantial level 
on the type of text one is dealing with. If it is a poem then one keeps 
two general distinctions in mind lyric poetry and narrative poetry. 
• Both lyric and narrative poetry can hold extensive and thorough 
descriptions (descriptive poetry) or scenes in straight speech (dramatic 
poetry). 
• Most poetry is a rhythmical expression, that is to say, it makes use of 
musical elements that are natural to language: alternation of stress 
and non-stress, vowel length, consonant clusters, pauses and so on. 
• Sequences of lines contained by a poem are frequently separated into 
sub-units, the stanza and the aspects of stanza form are chiefly 
pertinent for the study of poetry. 
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CHAPTER 3 
DRAMA 
The drama is a great revealer of life. 
-George P. Baker 
Drama has one characteristic peculiar to itself - it is written primarily to 
be performed, not read. It is a presentation of actions 
through actors (the impact is direct and immediate), 
i. on a stage (a captive audience), and 
ii. before an audience (suggesting a communal experience). 
Of the four major points of view, the dramatist is limited to only one -
the objective or dramatic. The dramatist cannot directly comment on the 
action or the character and cannot directly enter the minds of characters and 
tell us what is going on there. But there are ways to get around this limitation 
through the use of: 
i. soliloquy (a character speaking directly to the audience), 
ii. chorus (a group on stage commenting on characters and actions), and 
iii. one character commenting on another. 
3.1. Tragedy 
31.1. Aristotle's definition of tragedy 
Aristotle (1953) defines tragedy as the simulation in dramatic form of 
an action that is serious and complete, with Incidents arousing pity and fear 
wherewith it affects a catharsis of such emotions. The language used is 
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pleasurable and throughout appropriate to the situation in which it is used. 
The chief characters are noble personages ("better than ourselves") and the 
actions they perform are noble actions. 
3.1.2. Central features of the Aristotelian archetype: 
i. The tragic hero is a character of noble stature and has greatness. If 
the hero's fall is to arouse in us the emotions of pity and fear, it must 
be a fall from a great height, 
ii. Though the tragic hero is pre-eminently great, he/she is not perfect. 
Tragic flaw, hubris (excessive pride or passion), and hamartia (some 
error) leads to the hero's downfall, 
iii. The hero's downfall, therefore, is partially her/his own fault, the result 
of one's own free choice, not the result of pure accident or villainy, or 
some overriding malignant fate, 
iv. Nevertheless, the hero's misfortune is not wholly deserved. The 
punishment exceeds the crime. The hero remains admirable. 
V. Yet the tragic fall is not pure loss - though it may result in the hero's 
death, before it, there is some increase in awareness, some gain in 
self-knowledge or, as Aristotle puts it, some "discovery." 
vi. Though it arouses solemn emotion - pity and fear, says Aristotle, but 
compassion and awe might be better terms - tragedy, when well 
performed, does not leave its audience in a state of depression. It 
produces a catharsis or an emotional release at the end, one shared as 
a common experience by the audience. 
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3.2. Comedy 
Northrop Frye has said, lies between satire and romance. Is the comic 
mask laughing or smiling? We usually laugh at someone, but smile with 
someone. Laughter expresses recognition of some absurdity in human 
behaviour; smile expresses pleasure in one's company or good fortune. The 
essential difference between tragedy and comedy is in the depiction of human 
nature: tragedy shows greatness in human nature and human freedom 
whereas comedy shows human weakness and human limitation. The norms of 
comedy are primarily social; the protagonist is always in a group or 
emphasizes commonness. A tragic hero possesses overpowering individuality 
- so that the play is often named after her/him (Antigone, Othello); the comic 
protagonist tends to be a type and the play is often named for the type (The 
Misanthrope, The Alchemist, The Brute). Comic plots do not exhibit the high 
degree of organic unity as tragic plots do. Plausibility is not usually the central 
characteristic (cause-effect progression) but coincidences, improbable 
disguises; mistaken identities make up the plot. The purpose of comedy is to 
make us laugh and at the same time, help to illuminate human nature and 
human weaknesses. Conventionally comedies have a pleased ending. 
Accidental innovation, act of divine interference, unexpected reform is 
common devises of comedy. 
I l l 
3.3. Elements/Conventions of Drama: 
3 .3 .1 . Plot - ttie sequence of events or incidents of which the story is 
composed. 
3.3. l.a. Conflict 
Conflict is a clash of actions, ideas, desires or wills. 
i. person against person. 
ii. person against environment - external force, physical nature, society, 
or "fate." 
iii. person against herself/himself - conflict with some element in her/his 
own nature; maybe physical, mental, emotional, or moral. 
3.3.l.b. Protagonist and Antagonist 
Protagonist and Antagonist 
The protagonist Is the central character, sympathetic or unsympathetic. 
The forces work against her/him, whether persons, things, conventions of 
society, or traits of their own character, are the antagonists. 
3.3.I.C. Artistic Unity 
-essential to a good plot; nothing irrelevant; good arrangement. 
3.3.1.d. Plot Manipulation 
- a good plot should not have any unjustified or unexpected turns or twists; 
no false leads; no deliberate and misleading information. 
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3.3.2. Character 
3.3.2.a Direct Presentation - author tells us straight out, by 
exposition or analysis, or through another character. 
3.3.2.b. Indirect Presentation - author shows us the character in 
action; the reader infers what a character is like from what she/he thinks, or 
says, or does. These are also called dramatized characters and they are 
generally consistent (in behaviour), motivated (convincing), and plausible 
(lifelike). 
3.3.2.C. Character Types - a Flat character is known by one or two 
traits; a Round character is complex and many-sided; a Stock character is a 
stereotyped character (a mad scientist, the absent-minded professor, the 
cruel mother-in-law); a Static character remains the same from the beginning 
of the plot to the end; and a Dynamic (developing) character undergoes 
permanent change. This change must be: 
i. within the possibilities of the character; 
ii. sufficiently motivated; and 
ill. allowed sufficient time for change. 
3.3.3. Theme 
-the controlling idea or central insight. It can be 
i, a revelation of human character; 
ii. may be stated briefly or at great length; and 
iii. a theme is not the "moral" of the story. 
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A. A theme must be expressible in tiie form of a statement - not 
"motherhood" but "Motherhood sometimes has more frustration than 
reward." 
B. A theme must be stated as a generalization about life; names of 
characters or specific situations in the plot are not to be used when 
stating a theme. 
C. A theme must not be a generalization larger than is justified by the 
terms of the story. 
D. A theme is the central and unifying concept of the story. It must 
adhere to the following requirements: 
i. It must account for all the major details of the story, 
li. It must not be contradicted by any detail of the story, 
iii. It must not rely on supposed facts - facts not actually stated or clearly 
implied by the story. 
E. There is no one way of stating the theme of a story. 
F. Any statement that reduces a theme to some familiar saying, 
aphorism, or cliche should be avoided. Do not use "A stitch in time saves 
nine," "You can't judge a book by its cover," "Fish and guests smell in three 
days," and so on. 
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3.3.4. Point Of View 
A. Omniscient - a story told by tlie author, using the third person; her/his 
knowledge, control, and prerogatives are unlimited; authorial 
subjectivity. 
B. Limited Omniscient - a story in which the author associates with a 
major or minor character; this character serves as the author's 
spokesperson or mouthpiece. 
C. First Person - the author identifies with or disappears in a major or 
minor character; the story is told using the first person " I " . 
D. Objective or Dramatic - the opposite of the omniscient; displays 
authorial objectivity; compared a roving sound camera. Very little of 
the past or the future is given; the story is set in the present. 
3.3.5. Symbol 
A literary symbol means more than what it is. It has layers of 
meanings. Whereas an image has one meaning, a symbol has many: 
A. names used as symbols. 
B. use of objects as symbols. 
C. use of actions as symbols. 
Note: The ability to recognize and interpret symbols requires experience in 
literary readings, perception, and tact. It is easy to "run wild" with symbols -
to find symbols everywhere. The ability to interpret symbols is essential to the 
full understanding and enjoyment of literature. Given below are helpful 
suggestions for identifying literary symbols: 
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i. The story itself must furnish a clue that a detail is to be taken 
symbolically - symbols neariy always signal their existence by 
emphasis, repetition, or position, 
ii. The meaning of a literary symbol must be established and supported 
by the entire context of the story. A symbol has its meaning inside not 
outside a story, 
ill. To be called a symbol, an item must suggest a meaning different in 
kind from its literal meaning, 
iv. A symbol has a cluster of meanings. 
3.3.6. Irony 
A term with a range of meanings, all of them involving some sort of 
discrepancy or incongruity. It should not be confused with sarcasm which Is 
simply language designed to cause pain. Irony is used to suggest the 
difference between appearance and reality, between expectation and 
fulfilment, the complexity of experience, to furnish indirectly an evaluation of 
the author's material, and at the same time to achieve compression. 
A. Verbal irony - the opposite is said from what is intended. 
B. Dramatic Irony - the contrast between what a character says and what 
the reader knows to be true. 
C. Irony of situation - discrepancy between appearance and reality, or 
between expectation and fulfilment, or between what Is and what 
would seem appropriate. 
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3.3.7. Text and Theatre 
When one deals with dramatic texts one has to bear in mind that 
drama differs considerably from poetry or narrative in that it is usually written 
for the purpose of being performed on stage. Although plays exist which were 
mainly written for a reading audience, dramatic texts are generally meant to 
be transformed into another mode of presentation or medium: the theatre. 
For this reason, dramatic texts even look differently compared to poetic 
or narrative texts. One distinguishes between the primary text, i.e., the main 
body of the play spoken by the characters, and secondary text, i.e., all the 
text 'surrounding' or accompanying the main text: title, dramatis personae, 
scene descriptions, stage directions for acting and speaking, etc. 
Depending on whether one reads a play or watches it on stage, one 
has different kinds of access to dramatic texts. As a reader, one receives first-
hand written information (if it is mentioned in the secondary text) on what 
the characters look like, how they act and react in certain situations, how they 
speak, what sort of setting forms the background to a scene, etc. However, 
one also has to make a cognitive effort to imagine all these features and 
interpret them for oneself. Stage performances, on the other hand, are more 
or less ready-made instantiations of all these details. In other words: At the 
theatre one is presented with a version of the play which has already been 
interpreted by the director, actors, costume designers, make-up artists and all 
the other members of theatre staff, who bring the play to life. The difference. 
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then, lies in divergent forms of perception. While we can actually see and 
hear actors play certain characters on stage, we first decode a text about 
them when reading a play script and then at best 'see' them in our mind's eye 
and 'hear' their imaginary voices. Put another way, stage performances offer 
a multi-sensory access to plays and they can make use of multimedia 
elements such as music, sound effects, lighting, stage props, etc., while 
reading is limited to the visual perception and thus draws upon one primary 
medium: the play as text. This needs to be kept in mind in discussions of 
dramatic texts, and the following introduction to the analysis of drama is 
largely based on the idea that plays are first and foremost written for the 
stage. 
3.4. ANALYZING DRAMA 
The main features one can look at when analyzing drama are the 
following: 
3.4.1. Information Flow 
Since in drama there is usually no narrator who tells us what is going 
on in the story-world (except for narrator figures in the epic theatre and other 
mediators), the audience has to gain information directly from what can be 
seen and heard on stage. As far as the communication model for literary texts 
is concerned, it can be adapted for communication in drama as follows: 
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Drama 
Actual author of St»ry;^rid reader of ^^^"3' 
Author secondary . r I K secondary Reader 
text Character^ ^haracter ^ ^ 
Code / Message 
In comparison with narrative texts, the plane of narrator/narratee is 
left out, except for plays which deliberately employ narrative elements. 
Information can be conveyed both linguistically in the characters' speech, for 
example, and non-llnguistically as in stage props, costumes, the stage set, 
etc. Questions that arise in this context are: How much information is given, 
how is it conveyed and whose perspective Is adopted? 
3.4.2. Transmission of Information 
Although In drama information is usually conveyed directly to the 
audience, there are instances where a mediator comparable to the narrator of 
a narrative text appears on stage. Instead, spectators are expected to gain a 
critical distance and thus to be able to judge rationally what is presented to 
them. Some of the ^narrative' elements in this type of theatre are songs, 
banners and, most importantly, a narrator who comments on the action. One 
must not forget that some of these elements existed before. Thus, ancient 
Greek drama traditionally made use of a chorus, i.e., a group of people 
situated on stage who throughout the play commented on events and the 
characters' actions. The chorus was also used in later periods, notably the 
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Renaissance period. A famous example is the beginning of Shakespeare's 
Henry V, where the chorus bids the spectators to use their imagination to 
help create the play. Shakespeare's (2002) Romeo and Juliet d\SQ start with a 
prologue spoken by a chorus (in the Elizabethan theatre the chorus could be 
represented by only one actor): 
Two households, both alike in dignity. 
In fair Verona, where we lay our scene. 
From ancient gmdge break to new mutiny, 
Where civil blood makes civil hands unclean. 
From forth the fatal loins of these two foes 
A pair of star-cross'd lovers take their life; 
Whose misadventure piteous overthrows 
Doth Witt) their death bury their parents'strife. 
The fearful passage of tiieir death-mark'd love, 
And the continuance of their parents'rage. 
Which, but their children's end, nought could remove. 
Is now the two hours'traffic of our stage; 
The which if you with patient ears attend. 
What here shall miss, our toil shall strive to mend. 
(Prologue) 
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3.4.3. Perspective 
Introductory information and nan3tive-like comnientarY need not 
necessarily be provided by a Figure outside the actual play. In another of 
Shakespeare's (1981) play, Richard III, for example, the main protagonist 
frequently comments on the events and reveals his plans in speeches spoken 
away from other characters (so-called asides). At the very beginning of this 
history play, Richard, the Duke of Gloucester, informs the audience about the 
current political situation and what he has done to change it: 
Now is the winter of our discontent 
i^ade glorious summer by this son of Yor1<; 
And all the clouds that lour'd upon our House 
In the deep bosom of the ocean buried. 
Now are our brows bound with victorious wreaths. 
Our bruised arms hung up for monuments, 
Our stem alarums change'd to merry meetings. 
Our dreadful marches to delightful measures. 
Grim-vlsag'd War hath smoothed his wrinkled front: 
And now, instead of mounting barbed steeds 
To fright the souls of fearful adversaries. 
He capers nimbly in a lady's chamber, 
To the lascivious pleasing of a lute. 
Plots have I laid, inductions dangerous. 
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By drunken prophecies, libels, and dreams. 
To set my brother Clarence and the King 
In deadly hate, the one against the qther: 
And if King Edward be as true and Just 
As I am subtle, false, and treacherous. 
This day should Clarence closely be mew'd up 
About a prophecy, which says that 'G' 
Of Edward's heirs the murderer shall be-
Dive, thoughts, down to my soul: here Clarence comes. 
(1,1, pp. 1-41) 
3.4.4. Dramatic Irony 
The way information is conveyed to tine audience and also iiow much 
information is given can have a number of effects on the viewers and they 
are thus important questions to ask in drama analysis. The discrepancy 
between the audience's and characters' knowledge of certain information can, 
for example, lead to dramatic irony. Thus, duplicities or puns can be 
understood by the audience because they possess the necessary background 
knowledge of events while the characters are ignorant and therefore lack 
sufficient insight. Narrators in narrative texts often use irony in their 
comments on characters, for example, and they can do that because they, 
like the audience of a play, are outside the story-world and thus possess 
knowledge which characters may not have. 
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3.4.5. Story and Plot 
As with the study of narrative texts, one can distinguish between story 
and plot in drama. Story address^ an assumed chronological sequence of 
events, while plot refers to the way events are causally and logically 
connected. Furthermore, plots can have various plot-lines, i.e., different 
elaborations of parts of the story which are combined to form the entire plot. 
Shakespeare's (2002) Romeo and Juliet, for example, is about the feud 
between two families, the love between the two families' children and their 
tragic death. This is roughly the story of the play, which is related in the 
prologue. The plot, by contrast, encompasses the causally linked sequence of 
scenes presented on stage to tell the story: Thus we are presented with a 
fighting scene between members of the two families whereby the underlying 
conflict is shown. This is followed by Romeo's expression of his love-sickness 
and Benvolio's idea to distract his friend by taking him to a party in the house 
of the Capulets. Subsequently, the audience is introduced to the Capulets, 
more specifically to Juliet and her mother, who wants to marry her daughter 
off to some nobleman, etc. All these scenes, although they seem to be 
unrelated at first glance, can be identified in retrospect as the foundation for 
the emerging conflict. The story is developed in a minutely choreographed 
plot, where the individual scenes combine and are logically built up towards 
the crisis. Thus 'plot' refers to the actual logical arrangement of events and 
actions used to explain 'why' something happened, while 'story' simply 
designates the gist of 'whaf happened in a chronological order. 
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One might consider the distinction between story and plot futile at 
times because for most people's intuition a chronologically ordered 
presentation of events also implies a causal link among the presented events. 
Chronology would thus coincide with (logical) linearity. Whichever way one 
wants to look at it, plots can always be either linear or non-linear. Non-linear 
plots are more likely to confuse the audience and they appear more 
frequently in modem and contemporary drama, which often question ideas of 
logic and causality. Peter Shaffer's (1974) play Equus, for example, tells the 
story of Alan's psychiatric therapy. It starts at the end of the story and then 
presents events in reverse order (analytic form). Although the audience is in a 
way invited to draw connections among events in order to explain Alan's 
behaviour, the very process of establishing causality Is questioned by the 
rather loosely plotted structure of scenes. 
3.4.6. Space 
Space is an important element in drama since the stage itself also 
represents a space where action is presented. One must of course not forget 
that types of stage have changed in the history of the theatre and that this 
has also Influenced the way plays were perfonned. The analysis of places and 
settings in plays can help one get a better feel for characters and their 
behaviour but also for the overall atmosphere. Plays can differ significantly 
with regard to how space is presented and how much information about 
space is offered. While in George Bernard Shaw's play the secondary text 
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provides detailed spatio-temporal descriptions, one finds hardly anything in 
the way of secondary text in Shakespeare. 
The stage set quite literally 'sets the scene' for a play in that it already 
conveys a certain tone, e.g., one of desolation and poverty or mystery and 
secrecy. The fact that the description of the stage sets in the secondary text 
are sometimes very detailed and sometimes hardly worth mentioning is 
another crucial starting point for further analysis since that can tell us 
something about more general functions of settings. 
Actual productions of a play frequently Invent their own set, 
independent of the Information provided in the text. Thus, a very detailed set 
with lots of stage props may simply be used to show off theatrical equipment. 
In Victorian melodrama, for example, even horses were brought on stage in 
order to make the 'show' more appealing but also to demonstrate a theatre's 
wealth and ability to provide expensive costumes, background paintings, etc. 
A more detailed stage set also aims at creating an illusion of realism, i.e., the 
scene presented on stage is meant to be as true-to-llfe as possible and the 
audience is expected to succumb to that illusion. At the same time, a detailed 
set draws attention to problems of an individual's milieu, for example, or 
background in general. This was particulariy Important in naturalist writing, 
which was premised on the idea that a person's character and behaviour are 
largely determined by his or her social context. 
By contrast. If detail is missing in the presentation of the setting, 
whether in the text or in production, that obviously also has a reason. 
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Sometimes, plays do not employ detailed settings because they do not aim at 
presenting an Individualized, personal background but a general scenario that 
could be placed anywhere and affect anyone. The stage set in Beckett's 
(1965) Waiting for Godot, for example, is really bare: "A country road. A 
tree." One can argue that this minimal set highlights the characters' 
uprootedness and underlines the play's focus on human existence In general. 
3.4.7. Time 
Time in drama can be considered from a variety of angles. One can, 
for example, look at time as part of the play: How are references to time 
made in the characters' speech, the setting, stage directions, etc.? What is 
the overall time span of the story? On the other hand, time is also a crucial 
factor in the performance of a play: How long does the performance actually 
take? Needless to say that audience's perception of time may vary. Another 
question one can ask in this context is: Which general concepts of time are 
expressed in and by a play? 
3.4.8. Duration 
Another important distinction needs to be made when analyzing time in 
drama, namely between Active story time or played time and real playing 
time. While the played time or the time of the story in Osborne's (1957) Look 
Back in Anger encompasses several months, the play's actual playing time 
(time it takes to stage the play) is approximately two hours. The playing time 
of a piece of drama of course always depends on the speed with which actors 
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perform individual scenes and can thus vary significantly from one 
performance to another. 
The fact that story time elapses from one scene to the next and from 
act to act is indicated by the fall of the curtain in Osborne's play. Thus, quick 
curtains are used between scenes, while longer curtain pauses occur between 
acts. Significantly, the length of curtain time is correlated with the length of 
time that has been left out In the story. A quick curtain suggests a short time 
span while nomrial covers longer time spans of the played time. As with 
narrative, one can look at the duration of presented events in drama. 
3.4.9. Ellipsis 
A gap in the played time of a piece of drama is called ellipsis, i.e., one 
leaves out bits of the story and thus speeds up the plot. Considering that 
scenes usually present actions directly, one can assume that played time and 
playing time usually coincide in drama. In other words: If characters are 
presented talking to one another for, say, twenty minutes, then it will 
normally take about twenty minutes for actors to perform this 'conversation'. 
Discrepancies between the duration of played time and playing time mostly 
concur with scenic breaks because it is difficult to present them convincingly 
in the middle of an interaction. However, an example of a speed-up or 
summary, i.e., a situation where the actual playing time is shorter than the 
time span presented in the played interaction, can be found for instance in 
John Middleton's and William Rowley's (2004) The Changeling. Beatrice, who 
fears that her lack of sexual innocence could be discovered by her husband 
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during their wedding night, has arranged for her maid to take her place in the 
wedding bed and anxiously awaits the maid's return: 
[Enter Beatrice. A clock strikes one.] 
BEA TRICE One struck, and yet she lies byt - oh my fears! 
This strumpet sen/es her own ends, tis apparent now. 
Devours die pleasure with a greedy appetite 
And never minds my honour or my peace. 
Makes havoc of my right; but she pays deariy for't: 
No trusting of her life with such a secret. 
That cannot rule her blood to keep her promise. 
Beside, I have some suspicion of her faitii to me 
Because I was suspected of my lord. 
And it must come from her. - Hark by my horrors! 
Another clock strikes two. 
[Strikes two.] 
(V, 1, PP. 1-12) 
A few lines further down, after a brief dialogue with De Flores, Beatrice 
mentions the clock again: ''List, oh my terrors! / Three struck by Saint 
Sebastian's!" (pp. 66-67). Although the time It takes for Beatrice to appear on 
stage and to wait for her maid can hardly be longer than ten minutes in 
actual performance, the time that elapses in the story is two hours. The lapse 
of time is indicated in Beatrice's speech as well as by the sound of a clock 
offstage but this seems very artificial because Beatrice appears before the 
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audience for a much shorter time. Ttie discrepancy between played time and 
playing time is particularly conspicuous at the very beginning of this scene, 
where Beatrice announces the striking of the next hour after only a couple of 
minutes on stage. This scene clearly does not put an emphasis on a realistic 
rendition of time but the focus is on Beatrice's reaction to the maid's late 
arrival and her anxiousness lest her trick should be discovered. 
3.4.10. Slow-down/Stretch and Pause 
Since drama employs other media than narrative texts and is 
performed in real time, not all usages of time in narrative are possible in 
plays. Nevertheless, postmodernist plays in particular sometimes experiment 
with different presentations of time. Techniques which can only be adopted in 
modified form in drama are slow-down or stretch, where the playing time is 
longer than the played time, and pause, where the play continues while the 
story stops. One might argue that soliloquies where characters discuss and 
reveal their inner psychological state or emotions are similar to pauses since 
no real 'action' is observable and the development of the story is put on hdd, 
so to speak. However, if one considers that the character's talking to the 
audience or perhaps to him is in a way also a form of action that can be 
relevant for further actions, this argument does not really hold. Consider the 
following example from Peter Shaffer's (1974) Equus. The psychologist Dysart 
in a way steps out of the story worid of the play and addresses the audience: 
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Now he's gone off to rest, leaving me alone with Equus. I 
can hear the creature's voice. It's calling me out of the 
black cave of the Psyche. I shove in my dim littie torch, 
and there he stands - waiting for me. He raises his matted 
head. He opens his great square teeth, and says -
[Mocking.] Why? 
... Why Me?... Why - ultimately -Me?... Do you really 
imagine you can account for Me?... Poor [doctor Dysartl' 
[He enters the square.] 
Of course I've stared at such images before. Or been 
stared at by them, whichever way you look at it And 
weirdly often now with me the feeling is that they are 
staring at us - that in some quite palpable way they 
precede us. Meaningless but unsettling... In either case, 
this one is alarming yet It asks questions I've avoided all 
my professional life. [Pause.] A child is born into a world of 
phenomena all equal In their power to enslave. It sniffs - it 
sucks - it strokes its eyes over the whole uncomfortable 
range. Suddenly one strikes. Why? Moments snap together 
like magnets, forging a chain of shackles. Why? I can trace 
them. lean even, with time, pull them apart again. But 
why at the start they were ever magnetized at all -Just 
those particular moments of experience and no others -1 
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don t know. And nor does anyone else. Yet if I don't know 
- if I can never know ttiat - ttien wfiat am I doing tiere? I 
don t mean clinically doing or socially doing -1 mean 
fundamentally! These questions, these Whys, are 
fundamental - yet they have no place in a consulting room. 
So then, do I?... This is the feeling more and more with me 
- No Place. Displacement... 'Account for me, 'says staring 
Equus. 'First account for Me! ...'I fancy this is more than 
menopause. 
(II, P. 22) 
One could argue that, while Dysart reflects on his feelings about his 
work, the story as such stops. However, if one considers Dysarfs inner 
development as a psychiatrist another vital part of the plot and treats this 
address to the audience as an integral element of the play's communication 
system, then the playing time of Dysarfs speech still coincides with its played 
time. In other words: Even where narrative elements are used in plays and 
thus potentially facilitate narrative techniques of time presentation, the overall 
scenic structure almost always counters that. A stretch or slow-down could be 
realized if characters were to act in slow-motion, e.g., in a pantomime or 
dumb show, similar to slow-motion techniques in films. This, however, is not 
feasible for an entire play. J.B. Priestley (1938) mentions in his play Time and 
the Conways, where the entire second act is used to present Kay's daydream, 
which, according to time references in the play, only lasts for a few minutes. 
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This slow-down is of course only recognizable through overt hints in the 
surrounding plot, whereas the time of the actions presented within the 
daydream perfectly corresponds with the time It takes to perform them on 
stage. So, again, a real slow-down cannot actually be achieved through the 
way the performance is acted out since actors cannot really 'slow down' their 
acting, (unless they play in slow motion) but it can only be suggested by 
means of linguistic cues or stage. 
3.4 .11 . Flashback and Flash-forward 
Like narrative, drama can make use of flashback (analepsis) and flash-
forward (prolepsis). In flashbacks, events from the past are mingled with the 
presentation of current events, while in flash forwards, future events are 
anticipated. While flash forwards are not as common since they potentially 
threaten the build-up of the audience's suspense (if we already know what Is 
going to happen, we can at best wonder how this ending Is brought about), 
flashbacks are frequently used in order to illustrate a character's memories or 
to explain the outcome of certain actions. 
An example for a flash-forward Is the prologue in Shakespeare's (2002) 
Romeo and Juliet where the audience is already told the gist of the 
subsequent play. Examples of flashbacks can be found in Arthur Miller's 
(1967) Death of a Salesman, where the unemployed and desolate salesman 
Willy Loman remembers his happy family life in the past. Flashbacks also 
occur frequently in Peter Shaffer's (1974) Equus, where they represent Alan's 
recollectkjns of the events that led up to his blinding of the horses. Equus is 
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interesting in that a linear presentation of Alan's therapy Is juxtaposed with a 
non-linear presentation of the story of his outrageous deed. Thus, the play's 
play with order and chronology invites the audience to view more critically 
conventional notions of cause and effect, which Is one of the crucial themes 
of the play, e.g., when Dysart: doubts his ability ever to get to the heart of a 
strange obsession like Alan's. 
3.4.12. Frequency 
Another facet of time worth analyzing is the concept of frequency, i.e., 
how often an event is presented. Although the categories proposed by 
Genette (1980) for narrative texts are not directly applicable to drama, one 
can nevertheless identify similar structures. According to Genette, there are 
three possible types of references to an event: 
The singulative representation of events can be found whenever 
scenes in a play contain single actions and these actions are represented 
once. This mode is mostly found in linear plots where the main aim is to 
delineate the development of a conflict. Traditional plays usually adopt this 
mode. The play presents its plot in fast-moving actions where no scene 
replicates previous scenes. Iterative representation occurs when characters 
refer to the same or similar events that have already happened. The guards in 
Shakespeare's (1982) Hamlet, for example, discuss during their night shift 
what had happened during the previous night and thus the apparition of the 
ghost Is presented as repetitive action. A repetitive representation of events is 
more difficult to imagine in drama since, strictly speaking, it would involve the 
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same scene to be played several times In exactly the same way. While a 
complete overlap of scenes Is not feasible as it would probably cause 
boredom, especially modem plays frequently make use of the repetition of 
similar events/interactions or parts of dialogues. A good example is Beckett's 
(1965) Waiting for Godot where Vladimir and Estragon repeat actions and 
verbal exchanges throughout the play and where, most significantly, the two 
acts are structured in parallel, culminating in the announcement of the 
imminent appearance of Godot (who never shows up) and Vladimir's and 
Estragon's inaction. John Osborne's (1957) Lool( Bacic in Anger employs a 
similar strategy by presenting the first and the third act In a similar fashion, 
the only difference being that Alison has been replaced by Helena. This 
repetition of events (Helena standing there in Jim's shirt, ironing clothes, and 
Jim and Cliff sitting in their arm-chairs) is obviously used to suggest that there 
is no real change or development in Jim's own life despite the fact that he 
constantly rages against the establishment and against other people's 
passivity. 
3.5. CHARACTERS 
3 .5 .1 . Major and Minor Characters 
Since drama presents us directly with scenes which are based on 
people's actions and interactions, characters play a dominant role in this 
genre and therefore deserve close attention. The characters in plays can 
generally be divided into major characters and minor characters, depending 
on how Important they are for the plot. A good indicator as to whether a 
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character is major or minor is the amount of time and speech as well as 
presence on stage he or she is allocated. 
As a rule of thumb, major characters usually have a lot to say and 
appear frequently throughout the play, while minor characters have less 
presence or appear only marginally. Thus, for example, Hamlet is clearly the 
main character or protagonist of Shakespeare's famous tragedy as we can 
infer from the fact that he appears in most scenes and is allocated a great 
number of speeches and, what is more, since even his name appears in the 
title (he is the eponymous hero). Rosencrantz and Gulldenstern, by contrast, 
are only minor characters because they are not as vitally important for the 
plot and therefore appear only for a short period of time. However, they 
become major characters in Tom Stoppard's (1994) comical re-make of the 
play; Rosenkrantz and Gulldenstern are Dead, where the two attendants are 
presented as bewildered witnesses and predestined victims. 
Occasionally even virtually non-existent characters may be important 
but this scenario is rather exceptional. An example can be found in Beckett's 
(1965) Waiting for Godot, where the action centres around the arrival of the 
mysterious Godot, whose name even appears in the title of the play although 
he never actually materializes on stage. 
3.5.2. Character and Genre Conventions 
Sometimes the quality of characters can also depend on the subgenre 
to which a play belongs because genres traditionally follow certain 
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conventions even as far as the dramatis personae, i.e., the dramatic 
personnel, are concerned. According to Aristotle's (1953) Poetics, characters 
in tragedies have to be of a high social rank so that their downfall In the end 
can be more tragic (the higher they are, the lower they fall), while comedies 
typically employ 'lower' characters who need not be taken so seriously and 
can thus be made fun of. Since tragedies deal with difficult conflicts and 
subject matters, tragic heroes are usually complex. According to Aristotle, 
they are supposed to be neither too good nor too bad but somewhere 'in the 
middle', which allows them to have some tragic 'flaw' (hamartia) that 
ultimately, causes their downfall. Since tragic heroes have almost 'average' 
characteristics and inner conflicts, the audience can identif/ more easily with 
them, which is an important prerequisite for what Aristotle calls the effect of 
catharsis (literally, a 'cleansing' of one's feelings), i.e., the fact that one can 
suffer with the hero, feel pity and fear, and through this strong emotional 
involvement clarif/ one's own state of mind and potentially become a better 
human being. Comedies, by contrast, deal with problems In a lighter manner 
and therefore do not necessarily require complex figures. Furthermore, types 
are more appropriate In comedies as their single qualities can be easily 
exaggerated and thus subverted into laughable behaviour and actions. In A 
Midsummer Nigtifs Dream, for example, the weaver Bottom, who foolishly 
thinks he can be a great actor, is literally turned into an ass and thus 
becomes the laughingstock of the play. 
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3.5.3. Techniques of Characterization 
Characters in drama are characterized using various techniques of 
characterization. It is useful to make distinctions between these techniques, 
since readers or audiences tend to assign various degrees of credibility to 
different sources of information. 
Generally speaking, one can distinguish between characterizations 
made by the author in the play's secondary text (authorial) or by other 
characters in the play (figural), and whether these characterizations are made 
directly (explicitly) or indirectly (implicitly). Another distinction can be made 
between self-characterization and characterization through others the way 
these different forms of characterization can be accomplished in plays can be 
schematized as follows: 
Open 
Hidden 
Dramatist 
descriptions of 
characters in author 
commentary or stage 
directions; telling 
names 
correspondences and 
contrasts; indirectly 
characterizing names 
Figure 
characters' descriptions of and 
comments on other characters; 
also self-characterization 
physical appearance, gesture 
and facial expressions (body 
language); masks and 
costumes; stage props, 
setting; behaviour; voice; 
language (style, register, 
dialect, etc.); topics one 
discusses 
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Of course, the characterization of figures usually works on several 
levels and combines a number of these techniques. An example of an explicit 
authorial characterization can be found In John Osborne's (1957) Look Back in 
Anger where the author provides a detailed description of Jimmy in the 
introductory text: 
JIMMY is a taii^ tfiin young man about twenty-five, wearing 
a very worn tweed jacket and flannels. Clouds of smoke fill 
the room from the pipe he is smoking. He is a 
disconcerting mixture of sincerity and cheerful malice, of 
tenderness and fteeboodng cruelty; restless, importunate, 
full of pride, a combination which alienates the sensitive 
and insensitive alike. Blistering honesty, or apparent 
honesty, like his, makes few friends. To many he may 
seem sensitive to the point of vulgarity. To others, he is 
simply a loud-mouth. To be as vehement as he is to be 
almost non-committal. (I) 
Since this explicit authorial characterization is obviously not available 
for viewers in a theatre, Jimmy has to be characterized Implicitly through the 
audio-visual channel, i.e.. In his interactions with the other characters, the 
things he talks about, the way he talks, etc. One means of indirect 
characterization is already provided in Jimmy's physical appearance. The fact 
that he contrasts sharply with Cliff (tall and slender versus short and big 
boned) suggests to the audience that he might be different in terms of 
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personality as well. The two men's divergent ciiaracters are most visible in the 
way they interact, however, and in their respective behaviour towards 
Jimmy's wife, Alison: 
JIMMY Why do I do this every Sunday? Even the txxjk reviews seem to he the 
same as fast week's. Different books - same reviews. Have you finished that 
one yet? 
CUFF Not yet 
JIMMY: rve just read three whole columns on the English Novel. Half of it's in 
French. Do the Sunday papers make you feel ignorant? 
CUFF Not 'arf. 
JIMMY Well, you are ignorant You're just a peasant (To Alison.) What about 
you? You're not a peasant are you? 
AUSON (absently.) What's that? 
JIMMY I said do the papers make you feel you're not so bnlliant after all? 
AUSON Oh-I haven't read them yet 
JIMMY I didn't ask you that I said-
CUFF Leave the poor girlie alone. She's busy. 
JIMMY Well, she can talk, can't she? You can talk, can't you? You can express 
an opinion. Or does the White Woman's Burden make it impossible to think? 
AUSON I'm sorry. I wasn't listening properly. 
JIMMY You bet you weren't listening. Old Porter talks, and everyone turns 
over and goes to sleep. And Mrs. Porter gets 'em all going with the first yawn. 
CUFF Leave her alone I said. 
JIMMY (shouting). All right, dear. Go back to sleep. It was only me talking. 
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You know? Talking? Remember? I'm sony. 
CLIFF Stop yelling. I'm trying to read. 
JIMMY Why do you tx}ther? You cant understand a word of it 
CLIFF Uh huh. 
JIMMY You're too ignorant 
CLIFF Yes, and uneducated. Now shut up, will you? (I) 
In this introductory scene the audience already forms an impression of 
Jimmy as an almost unbearable, angry, young man because he insults his 
friend and tries to provoke his wife by making derogatory comments about 
her parents. The fact that he even starts shouting at Alison shows his ill-
temper and that he generally seems to be badly-behaved. By contrast, Cliff 
tries to ignore Jimmy's attacks as far as possible in order to avoid further 
conflicts, and he protects Alison. While Jimmy criticizes and humiliates his 
wife, Cliff shows through his words and gestures that he cares for her. Thus, 
he asks her to stop ironing and to relax from her household chores: 
CLIFF f., 7 {Puts out his hand to Alison.) How are you, dullin ? 
ALISON All right thank you, dear. 
CUFF (grasping her hand). Why don t you leave all that, and sit down for a 
bit? You look tired. 
ALISON (smiling). I havent much more to do. 
CUFF (kisses her hand, and puts her fingers in his mouth). She's a beautiful 
girl. Isn't she? {I) 
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His gestures and body language show Cliff as an openly affectionate 
character. This character trait, which is conveyed in an implicit figural 
technique of characterization here, again contrasts with Jimmy's behaviour 
and thus brings Jimmy's lack of loving kindness into sharper relief. 
The outward appearance of characters is often used as an implicit 
means of characterization. Melodramatic plays, for example, generally present 
the 'goodies' as fair and good-looking, while 'baddies' are of dark complexion, 
wearing moustaches, etc. 
In Shakespeare's (1623) The Tempest, this device is also used for the 
characterization of Caliban. Caliban Is an extremely ugly creature, which 
already signifies the evil traits in his character. Furthermore, Caliban's 
language reveals him as ambiguous. While he speaks verse and is generally a 
capable rhetorician, his speech is also marked by frequent swearing, insults, 
vulgar and ungrammatical expressions. Thus he says to Prospero: "All the 
charms/Of Sycorax, toads, beeties, bats, light on you!" (Shakespeare, 1623, 
p. 398) and later: "You taught me language and my profit on't/ Is I know how 
to curse. The red plague rid you/ FOr learning me your language!" 
(Shakespeare, 1623, pp. 424-426). Caliban's evil character traits are also 
Implicitiy revealed to the audience when Prospero relates how Caliban tried to 
rape his daughter, Miranda, and when Caliban tries to inveigle Stephano and 
Trinculo into usurping the island. These example shows that dramatic figures 
can be characterized in a number of ways and that the audience is usually 
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given several signals or cues concerning the personality of characters: 
gesture, behaviour, looks, etc. 
Dramatic language is another important means of indirect 
characterization in plays. Characters are presented to the audience through 
what they say and how they say it, their verbal Interactions with others and 
the discrepancies between their talk and their actions. In an actual 
performance, an actor's voice and tone thus also play a major role for how 
the audience perceives the played character. This can also be seen in plays 
where dialect or specific sociolect are used. Dialect indicates what region or 
geographical area one comes from, while sociolect refers to linguistic features 
which give away one's social status and membership in a social group. 
Sometimes, character traits can already be anticipated by a character's 
name. So-called telling names, for example, explicitly state the quality of a 
character (e.g., figures like Vice, Good-Deeds, Everyman, Knowledge, Beauty, 
etc. In the Medieval morality plays), or they refer to characters' typical 
behaviour. Thus, some of the characters in Congreve's (1965) 77?^  Way of the 
Woiid are Identified as specific types through their names: Fainall = 'feigns 
air, Mirabell = 'admirable' and also 'admirer of female beauty', WItwoud = 
'would be witty', and Millamant = 'has a thousand lovers'. 
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3.6. LANGUAGE OF DRAMA 
3.6.1. Types of Utterance in Drama 
Dramatic language is modelled on real-life conversations among 
people, and yet, when one watches a play, one also has to consider the 
differences between real talk and drama talk. Dramatic language is ultimately 
always constructed or 'made up' and it often serves several purposes. On the 
level of the story-world of a play, language can of course assume all the 
pragmatic functions that can be found in real-life conversations, too: e.g., to 
ensure mutual understanding and to convey information, to persuade or 
influence someone, to relate one's experiences or signal emotions, etc. 
However, dramatic language is often rhetorical and poetic, i.e., It uses 
language in ways which differ from standard usage in order to draw attention 
to its artistic nature. When analysing dramatic texts, one ought to have a 
closer look at the various forms of utterance available for drama. 
3.6.2. Monologue, Dialogue, Soliloquy 
In drama, in contrast to narrative, characters typically talk to one 
another and the entire plot is carried by and conveyed through their verbal 
interactions. Language in drama can generally be presented either as 
monologue or dialogue. Monologue means that only one character speaks 
while dialogue always requires two or more participants. A special form of 
monologue, where no other person is present on stage beside the speaker, is 
called soliloquy. Soliloquies occur frequently in Shakespeare's (1981) Richard 
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///for example, where Richard often remains alone on stage and talks about 
his secret plans. Soliloquies are mainly used to present a character in more 
detail and also on a more personal level. In other words: Characters are able 
to 'speak their mind' in soliloquies. That characters explain their feelings, 
motives, etc. on stage appears unnatural from a real-life standpoint but this is 
necessary in plays because it would otherwise be very difficult to convey 
thoughts, for example. In narrative texts, by contrast, thoughts can be 
presented directly through techniques such as interior monologue or free 
indirect discourse. Consider the famous soliloquy from Hamlet. 
To be, or not to t)e, that is the question: 
Whether 'tis nobler in the mind to suffer 
The slings and arrows of outrageous fortune. 
Or to take arms against a sea of troubles 
And by opposing end them. To die - to sleep. 
No more; and by a sleep to say we end 
The heart-ache and the thousand natural shocks 
That flesh is heir to: 'tis a consummation 
Devoutly to be wish if. To die, to sleep; 
To sleep, perchance to dream - ay, there's the rub: 
For in that sleep of death what dreams may come. 
When we have shuffled off this mortal coil. 
Must give us pause - there's the respect 
That makes calamity of so long life. [....] 
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777^ 5 conscience does make cowards of us all, 
And thus the native hue of resolution 
Is sicklied o'er with the pale cast of thought^ 
And enterprises of great pitch and moment 
Witi) this regard their currents turn awry 
And lose the name of action. Soft you now. 
The fair Ophelia I Nymph, in thy orisons 
Be all my sins remember'd. 
(Shakespeare, 1982, I I I , 1, pp. 56-88) 
As soon as Ophelia enters the stage ("Soft you now, / the fair Ophelia", 
line 86f), Hamlet's speech is technically no longer a soliloquy. Critics often 
refer to it simply as monologue, as this is the more general term. In case of a 
monologue, other characters can be present on stage, either overhearing tiie 
speech of the person talking or even being directly addressed by him or her. 
The main point is that one person holds the floor for a lengthy period of time. 
Hamlet's soliloquy reveals his inner conflict to the audience. We learn that he 
wavers between taking action and remaining passive. TTie fact that he 
contemplates the miseries of life, death and the possibility of suicide shows 
him as a melancholic, almost depressed character. At the same time, his 
speech is profound and philosophical, and thus Hamlet comes across as 
thoughtful and intellectual. This example illustrates one of the main functions 
of language in drama, namely the indirect characterization of figures. 
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3.6.3. Asides 
Another special form of speech in drama Is the so-called aside. Asides 
are spoken away from other characters, and a character either speaks aside 
to himself, secretively to (an) other character(s) or to the audience (ad 
spectators). It is conspicuous that plays of the Elizabethan Age make 
significantly more use of asides than modern plays, for example. One of the 
reasons certainly has to do with the shape of the stage. The apron stage, 
which was surrounded by the audience on three sides, makes asides more 
effective since the actor who speaks inevitably faces part of the audience, 
while our modern proscenium stage does not really lend itself to asides as the 
vicinity between actors and audience is missing. Asides are an important 
device because they channel extra information past other characters directly 
to the audience. Thus, spectators are in a way taken into confidence and they 
often become 'partners-in-crime', so to speak, because they ultimately know 
more than some of the figures on stage. 
3.6.4. Turn Allocation, Stichomythia, Repartee 
In comparison to monologues and asides, dialogue Is by far the most 
frequently used type of speech In drama. In analyzing dialogue, one can look 
at turn-taking and the allocation of turns to different speakers, e.g., how 
many lines is each character's turn? Do some characters have longer turns 
than others and, if so, why? One can also analyze how often a character gets 
the chance to speak through the entire play and whether he or she Is 
interrupted by others or not. A special type of turn allocation occurs when the 
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speaker's alternating turns are of one line each. This is called stichomythia 
and is often, albeit not exclusively, used in contexts where characters 
compete or disagree with one anotiier. In the following excerpt from 
Shakespeare's (1981) Richard III, Richard tries to persuade Elizabeth to woo 
her daughter on his behalf: 
KING RICHARD Infer fair England's peace by this alliance. 
ELIZABETH Which she shall purchase with still-lasting war. 
KING RICHARD Tell her the King, that may command, entreats. 
ELIZABETH That, at her hands, which the King's King forbids. 
KING RICHARD Say she shall be a high and mighty queen. 
ELIZABETH To vail the title, as her mother doth. 
KING RICHARD Say I will love her everlastingly. 
EUZABETH But how long shall that title 'ever'last? 
KING RICHARD Sweetly In force, until her fair life's end. 
ELIZABETH But how long fairly shall her sweet life last? 
KING RICHARD As long as heaven and nature lengthens it 
ELIZABETH As long as hell and Richard likes of it 
KING RICHARD Say I, her sovereign, am her subject low. 
ELIZABETH But she, your subject, loathes such sovereignty. 
KING RICHARD Be eloquent in my behalf to her. 
ELIZABETH An honest tale speeds best being plainly told. 
KING RICHARD Then plainly to her tell my loving tale. 
ELIZABETH Plain and not honest is too harsh a style. 
KING RICHARD Your reasons are too shallow and too quick. 
(IV, 4, pp. 343-361) 
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This dialogue Is marked by repartees, i.e., quick responses given in 
order to top remarks of another speaker or to use them to one's own 
advantage. The repartees In this example express Elizabeth's doubts and 
counter-arguments. The fact that stichomythia is used here underlines the 
argumentative character of this conversation. In a sense, Richard and 
Elizabeth compete rhetorically: Richard In order to persuade Elizabeth and 
Elizabeth in order to resist Richard's persuasive devices. Through the quick 
turn-taking mechanism, the dialogue also appears livelier and in Itself 
represents fast action. 
This is reinforced by a number of word plays and rhetorical figures 
which use the repetition of words and sounds and thus demonstrate how 
tightly connected the individual turns are and that each turn immediately 
responds to the previous one: "everlastingly"- '"ever'last"(349f); figura 
etymologica: "sweetly"- "sweet"(35If), "fair"- "fairly"(351f), "sovereign"-
"sovereignty"(3560; parallelism: "As long as [...]/As long as[...]" (3530; 
assonance: "low", "loathes" (3560; chiasmus: "An honest tale speeds best 
being plainly told. / Then plainly to her tell my loving tale" (3580-
3.7. THE SIGNIFICANCE OF WORDPLAY I N DRAMA 
The play with language or wordplay entertains spectators and at the 
same time attracts and sustains their attention. Consider the way Polonlus 
Introduces to the King and Queen his explanation for Hamlefs 'madness': 
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Madam, I swear I use no art at all. 
That he is mad 'tis true; tis true tispity; 
And pity tis tis true. A foolish figure-
But farewell it, for I will use no art. 
Mad let us grant him tt)en. And now remains 
That we find out the cause of this effect, 
Or rather say the cause of this defect, 
For this effect defective comes by cause. 
Thus it remains; and the remainder thus: 
(Shakespeare. 1982, I I , 2, pp. 96-104) 
By constantly juxtaposing and repeating words, Polonlus attempts to 
display his 'cleverness' t)ecause he believes to have found out the cause for 
Hamlet's madness, namely Hamlet's interest in Ophelia, Polonius' daughter. 
This play with sound patterns and words catches the audience's attention 
because it deviates from normal uses of language. At the same time, it is 
entertaining, especially since the audience knows that Polonius' assumption is 
wrong and Ophelia Is not the reason for Hamlef s madness. Thus, rather than 
appearing as clever, Polonius comes across as a fool who even uses a fool's 
language (although real fools were traditionally considered wise men who 
indirectly told the truth and held up a min-or to society through their playful 
language). 
A special type of word play Is the so-called pun, where words are used 
which are the same or at least similar in sound and spelling (homonyms) but 
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differ in meaning. Oscar Wilde's (1890) play The Importance of Being 
Earnest, for example, centres on the pun on the name Ernest and the 
adjective 'earnest, which denotes the character trait of being sincere and 
serious. 
Puns were also very common In Elizabethan plays and they were used 
both for comical and serious effects. Consider, for example, Hamlefs advice 
to Polonius concerning his daughter Ophelia: 
Let her not walk i'th'sun. Conception is a blessing. 
But as your daughter may conceive - friend, look 
Tot [...] 
(Shakespeare. 1982, I I , 2, pp. 184-186) 
When Hamlet warns Polonius not to let his daughter "walk in the sun", 
this can mean quite literally that she should not walk outside, e.g., in public 
places, but if one considers that the sun in Elizabethan times was also used as 
a royal emblem, the sentence can be read as an indirect warning not to let 
Ophelia come near Hamlet himself. Another pun is used with the words 
"conception" and "conceive", which on the one hand refer to the formation of 
ideas and hence are positive fblessing") but on the other hand also mean 
that a woman becomes pregnant, which was not desirable for an unmarried 
woman. Thus, Hamlet Implicitly advises Polonius to take care of his daughter 
lest she should lose her innocence and consequently her good reputation. The 
puns, albeit funny at first glance, convey a serious message. 
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Another concept to be mentioned In the context of play with language 
is wit. The idea of wit, which combines humour and intellect, plays a 
significant role in the so-called comedy of manners. Wit is expressed in brief 
verbal expressions which are intentionally contrived to create a comic 
surprise. It was particularly popular in plays of the Restoration Period, and the 
most well-known examples are William Wycherle/s (2002) The Country Wife 
and William Congreve's (1965) The Way of the World. 
Another author famous for his witty plays is the late nineteenth-
century writer Oscar Wilde (1890). Consider the following brief excerpt from 
his play. The Importance of Being Earnest, 
LADY BRACKNELL Good afternoon, dear Algernon, I hope 
you are behaving very well 
ALGERNON Tm feeling very well. Aunt Augusta. 
LADY BRACKNELL Thats not quite the same thing. In fact 
the two things rarely go together [Sees Jack and bows to 
him with icy coldness.] 
ALGERNON [To Gwendolen] Dear me, you are smart! 
GWENDOLEN I am always smart! Arent I, Mr Worthing? 
JACK You're quite perfect. Miss Fairfax. 
GWENDOLEN Oh! I hope I am not that. It would leave no 
room for developments, and I Intend to develop in many 
directions. 
(I) 
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This short verbal exchange where four of tiie characters greet one 
another abounds In witty remarks and comments, which are meant to display 
the speakers' cleverness. Lady Bracknell, for example, signals with reply to 
Algernon that she is a knowledgeable woman, who has had some experience 
of the world. Gwendolen's reply to Jack's compliment shows her coquetry. 
She is fully aware of her effect on Jack and plays with her attractiveness. 
While language here portrays society and its behavioural codes at large, it 
also gives an indirect characterization of individual characters. 
3.8. DRAMATIC SUB-GENRES 
Ever since Aristotle's (1953) Poetics, one distinguishes at least between 
two sub-genres of drama: comedy and tragedy. While comedy typically aims 
at entertaining the audience and making it laugh by reassuring them that no 
disaster will occur and that the outcome of possible conflicts will be positive 
for the characters involved, tragedy tries to raise the audience's concern, to 
confront viewers with serious action and conflicts, which typically end in a 
catastrophe (usually involving the death of the protagonist and possibly 
others). Both comedy and tragedy have, In the course of literary history, 
developed further sub-genres of which the following list provides only an 
initial overview. 
3.8.1. Types of Comedy 
Sometimes, scholars distinguish between high comedy, which appeals 
to the intellect (comedy of Ideas) and has a serious purpose (for example, to 
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criticise), and low comedy, where greater emphasis is placed on situation 
comedy, slapstick and farce. Further sub-genres of comedy Include: 
3.8.l.a. Romantic Comedy 
A pair of lovers and their struggle to come together is usually at the 
centre of this type of comedy. Romantic comedies also involve some 
extraordinary circumstances, e.g., magic, dreams, the fairy-world, etc. An apt 
example is Shakespeare's (1910) A Midsummer Nights Dream. 
3.8.l.b. Satiric Comedy 
This type of comedy has a critical purpose. It usually attacks 
philosophical notions or political practices as well as general deviations from 
social norms by ridiculing characters. In other words: The aim is not to make 
people 'laugh with' the characters but 'laugh at' them. An early writer of 
satirical comedies was Aristophanes and a later example Is that of Ben 
Jonson's (1999) Voipone. 
3.8.I.C. Comedy of Manners 
The comedy of manners is also satirkal In Its outlook and It takes the 
artificial and sophisticated behaviour of the higher social classes under closer 
scrutiny. The plot usually revolves around love or some sort of amorous 
intrigue and the language is marked by witty repartees and cynicism. Ancient 
representatives of this form of comedy are Terence and Plautus, and the form 
reached its peak with the Restoration comedies of William Wycherley and 
William Congreve. 
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3.8. l .d. Farce 
The farce typically provokes viewers to hearty laughter. It presents 
highly exaggerated and caricatured types of characters and often has an 
unlikely plot. Farces employ sexual mix-ups, verbal humour and physical 
comedy, and they formed a central part of the Italian commedia dell'arte. In 
English plays, farce usually appears as episodes in larger comical pieces, such 
as Shakespeare's (1623) The Taming of the Shrew. 
3.8. I.e. Comedy of Humours 
Ben Jonson (1971) developed this type of comedy, which is based on 
the assumption that a person's character or temperament is determined by 
the predominance of any one of the four humours (i.e., body liquids): blood 
(= sanguine), phlegm (= phlegmatic), yellow bile (= choleric), black bile (= 
melancholic) present in the body. In the comedy of humours, characters are 
marked by one of these predispositions which cause their eccentricity or 
distorted personality. An example is Ben Jonson's (1971) Every Man in His 
Humour. 
3.8.l.f. Melodrama 
Melodrama is a type of stage play which became popular in the 19th 
century. It mixes romantic or sensational plots with musical elements. 
Characters are often depicted as unusually virtuous or excessively vicious. 
Later, the musical elements were no longer considered essential. Melodrama 
aims at a violent appeal to audience emotions and usually has a happy 
ending. 
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3.8.2. Types of Tragedy 
3.8.2.a. Senecan Tragedy 
A precursor of tragic drama was the Roman poet Seneca. His tragedies 
were recited rattier than staged but they became a model for English 
playwrights entailing the five-act structure, a complex plot and an elevated 
style of dialogue. 
3.8.2.b. Revenge Tragedy/Tragedy of Blood 
This type of tragedy represented a popular genre in the Elizabethan 
Age and made extensive use of certain elements of the Senecan tragedy such 
as murder, revenge, mutilations and ghosts. Typical examples of this sub-
genre are Christopher Marlowe's (2003) Tfie Jew of Malta, Shakespeare's 
(2000) Vtus Andronicus and Thomas Kyd's (1997) 77?^  Spanish Tragedy. 
These plays were written in verse and, following Aristotelian poetics, the main 
characters were of a high social rank (the higher they are, the lower they 
fall). Apart from dealing with violent subject matters, these plays 
conventionally made use of feigned or real madness in some of the 
characters, dumb shows or play-within-the-play structures, that is, a play was 
performed within the play. 
3.8.2.C. Domestic/Bourgeois Tragedy 
In line with a changing social system where the middle class gained 
increasing importance and power, tragedies from the eighteenth century 
onward shifted their focus to protagonists from the middle or lower classes 
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and were written in prose. The protagonist typically suffers a domestic 
disaster which is Intended to arouse empathy rather than pity and fear In the 
audience. An example is George Lillo's (1754) The London Merchant 
Modem tragedies such as Arthur Miller's (1949) 77?^  Death of a 
Salesman follow largely the new conventions set forth by the domestic 
tragedy (common conflict, common characters, prose) and a number of 
contemporary plays have exchanged the tragic hero for an anti-hero, who 
does not display the dignity and courage of a traditional hero but is passive, 
petty and ineffectual. Other dramas resuscitate elements of ancient tragedies 
such as the chorus and verse, e.g., T.S. Eliofs (1935) The Murder in the 
Cathedral. 
3.8.3. Tragicomedy 
The boundaries of genres are often blurred in drama and occasionally 
they lead to the emergence of new sub-genres, e.g., the tragicomedy. 
Tragicomedies, as the name suggests, intermingle conventions concerning 
plot, character and subject matter derived from both tragedy and comedy. 
Thus, characters of both high and low social rank can be mixed as in 
Shakespeare's (1843) The Merchant of Venice, or a serious conflict, which is 
likely to end in disaster, suddenly reaches a happy ending because of some 
unforeseen circumstances as in John Fletcher's (1609) 77?^  Faithful 
Shepherdess. Plays with multiple plots which combine tragedy in one plot and 
comedy in the other are also occasionally referred to as tragicomedies. 
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Summary 
• Drama has one feature strange to Itself - It is offered primarily to be 
performed, not Interpret. It may be a tragedy and/or comedy. 
• The central difference between tragedy and comedy is in the 
representation of human nature: tragedy shows prominence in human 
nature and human freedom whereas comedy shows human weak point 
and human inadequacy. 
• The key features one can glance at when analyzing drama are: 
information run, spread of Information, perception, dramatic irony, 
story and plot, space, time, duration, ellipsis, slow-down/stretch and 
pause, flashback and flash-forward and occurrence. 
• Drama presents us straight with scenes which are based on people's 
performance and connections, characters play a leading role in this 
genre and therefore ought to have close notice. 
• Dramatic language Is another significant means of flexible 
characterization in plays. It is modelled on real-life conversations 
amongst people, and yet, when one watches/enjoys a play, considers 
the differences between real talk and drama talk. 
• Language in drama generally Is presented either as monologue or 
dialogue. Monologue means that just one character speaks while 
dialogue always requires two or more contributors. 
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CHAPTER 4 
PROSE 
Prose on certain occasions can bear 
a great deal of poetry; on the other 
hand, poetry sinks and swoons 
under a nxxterate weight of prose. 
-Walter Savage Lander 
Prose is writing distinguished from poetry by its greater variety of 
rhythm and its closer resemblance to the patterns of everyday speech. The 
word prose comes from the Latin prosa, meaning straightforward. This 
describes the type of writing that prose embodies, unadorned with obvious 
stylistic devices. Prose writing is usually adopted for the description of facts or 
the discussion of ideas. Thus, it may be used for newspapers, magazines, 
novels, encyclopaedias, screenplays, films, philosophy, letters, essays, history, 
biography and many other forms of media. 
Prose generally lacks the formal structure of meter or rhyme that is 
often found in poetry. Although some works of prose may happen to contain 
traces of metrical structure or versification, a conscious blend of the two 
forms of literature is known as a prose poem. Similarly, poetry with less of the 
common rules and limitations of verse is known as free verse. Poetry is 
considered to be artificially developed (The best words in the best order), 
whereas prose is thought to be less constructed and more reflective of 
ordinary speech. Pierre de Ronsard, the French poet, said that his training as 
a poet had proved to him that prose and poetry were mortal enemies. 
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The status of prose has changed throughout its history. Much of a 
given society's early literature is written in the form of poetry. Prose was 
often restricted to mundane and everyday uses, such as legal documents and 
yearly records. When a country's literature produced other fomis, such as 
philosophy or history, these works expanded the realm of prose, but fiction 
does not often appear in prose until much later. Poetry is still often regarded 
as a higher form of literature to prose, but the relatively late development of 
the novel offers competing and often superior examples of prose. It was at 
one time synonymous with dull, unimaginative or laboured writing, and the 
word "prosaic" has developed from prose to mean anything boring. Now, the 
word prose tends to be reserved for particularly well written pieces of 
literature, and even limited to small sections of a larger work, even though 
prose still also means any writing that is not poetry. Prose that aspires to the 
highest quality but, in fact, Is too elaborate and overblown is called purple 
prose. 
Prose varies considerably depending on the purpose of the writing. As 
prose is often considered to be representative of the patterns of normal 
speech, many rhetorical devices are used in prose to emphasize points and 
enliven the writing. Prose which aims to be Informative and accurate, such as 
history or journalism, usually strives to use the simplest language possible to 
express its points, although this language often needs to be very advanced in 
order to describe a difficult issue. Facts are often repeated and reiterated in 
various ways so that they are understood by a reader, but the excessive use 
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of this technique can often mal<e a serious piece of writing seem like a 
polemic. 
In fiction, prose can flourish and take on many forms. A skilled author 
can alter how one uses prose throughout a book to suggest different moods 
and ideas. A thriller often consists of short sentences with 'punch' made up of 
equally short words, which suggests very rapid actions and heightens the 
effect of a very fast moving plot. Conversely, longer sentences are used to 
slow down the action of a novel and give a panoramic overview of scene. 
Prose can vary to tell a reader how they should feel about events in a story; 
fear, humour, uncertainty, or to tell the reader about a character's age, 
intelligence, opinions, or personality, although dialogue is often excluded from 
being thought of as prose. There are many techniques within fiction, and the 
mark of a great author is perhaps his ability to manipulate prose, and even 
invent his own unique prose style to effectively communicate what he wishes 
to say. 
When a poem is translated from one language into another, 
particularly if it is an epic poem, the poem is often converted into prose. This 
is for two main reasons: not only does it allow the reader to understand the 
plot more easily, but also the translator is considered to be exercising less 
unwelcome creative input if writing in prose. A translation shoukJ be an 
unchanged representation of the sense of the original, but to impose the 
rhyme and meter structures of a different language is likely to significantly 
alter the poem. 
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Probably most literature that Is read today Is written in prose that Is in 
non-metrical, 'ordinary' language. This has not always been the case. It is 
only with the growing popularity of the novel and a corresponding expansion 
of the market for literature throughout the eighteenth and nineteenth 
centuries that prose gained this prominent position as a suitable language for 
literature. In this section the focus will be on narrative prose, that is, prose 
literature which tells a story. 
4 . 1 . Story and Discourse 
Chatman (1978) found that theorists of narrative have long been in 
agreement that there are at least two levels In a narrative text. Something 
happens and this something is narrated in a certain way. There is, in other 
words, a WHAT (What is told?) to be considered and a HOW (How Is it told?). 
These two levels have been given different names by different critics. The 
distinction made by a theory of criticism called structuralism has proved one 
of the most influential ones in recent years. In structuralist terminology the 
WHAT of the narrative is called story, the HOW is called discourse. 
story (What is told?) 
narrative <(Z 
discourse (How is it told?) 
For analysis, these two levels need to be further subdivided. 
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4.1.1. Story 
The story consists of events (things that happen) and so-called 
existents, the characters that make things happen or have things happen to 
them and the setting, meaning the place where things happen. Events can be 
either brought about actively, in which case they are called actions (one 
character kills another one), or they just happen (someone dies of a heart-
attack). 
Events 
Story< 
narrative< existents 
discourse 
actions 
happenings 
characters 
space/setting 
Each of these elements can be approached with different tools of 
analysis (story/plot, character, space). 
4.1.2. Discourse 
Discourse is the category that comprises various elements of 
transmission. Strictly speaking, it is only discourse that Is directly accessible to 
us, since we only learn about the story via discourse. Elements of discourse 
thus determine our perception of the story (what ^actually' happened). In the 
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analysis of discourse one tries to determine how certain effects are acliieved. 
The focuses of analysis are questions such as: 
What Is the narrative situation? 
Whose point of view is presented? 
Which narrative modes are employed? 
How are the thoughts of characters transmitted? 
How is the chronology of events dealt with? 
How is style used? 
These elements are always used to certain effects. For Instance, how it 
is that the reader tends to identify with one character and not with another? 
The analysis of elements of discourse reveals how the reader is ^manipulated' 
into forming certain views about the story. 
Story 
narrativ 
< ^ 
\7 
discourse 
I — / plot 
ZlJ) nanative voices (who speaks?) 
I^J) focalization (who sees?) 
IZy> narrative modes 
m ^ representation of consciousness 
Zl!) time 
I^y> style 
Each of these elements will be explained in detail under their 
respective headings. 
165 
4.2. Story and Plot 
Apart from the distinction between the two levels story and discourse, 
which is part of structuralist terminology, there is an older tradition which 
differentiates between story and plot. These two terms overlap only partly 
with the terms story and discourse. Since the terms story and plot are still 
used frequently in English Studies, one has to be aware of their meaning. The 
basic difference between story and plot was pointed out by Aristotle (1953), 
who distinguishes between actions in the real world and units that are 
selected from these and arranged in what he calls mythos. The terms story 
and plot as used in English Studies were introduced and defined by the 
novelist and critic E.M. Forster (1927) in his Aspects of the Novel. Forster 
defines story as the chronological sequence of events and plot as the causal 
and logical structure which connects events (p. 93). These definitions need 
some further clarification: 
A story is only a story if at least one event takes place that is 
something changes from state A to state B. Consider the following minimal 
stories: 
The crocodile eats breakfast. 
Fred jumped out of bed. 
The king died. 
Compare to this: 
7776 house has blue shutters. 
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This last example is a description rather than a story precisely because 
no event takes place. Notice also that events In a story involve an animate 
creature of some sort, I.e. characters (the crocodile, Fred, the king). Most 
stories involve a sequence of events rather than just one event. Manfi^d Jahn 
(2002) thus gives the following definition of story: 
A sequence of events and actions involving diameters. 
'Events'generally include natural and non natural 
happenings like floods or car accidents; 'action' more 
specifically refers to wilful acts by characters 
(D7.2) 
Forster's examples to Illustrate the difference between story and plot 
are: 
The king died and then the queen died (story). 
The king died and then the queen died of grief (plot). 
Forster's terms have often been criticized. Chatman (1978) came up 
with the notion that in a story like 'the king died and then the queen died' we 
automatically assume that the two events are connected simply because they 
are told one after the other (p. 45). Some critics even claim that the 
distinction between plot and story is artificial and of no practkal use in the 
analysis of literature. 
Rimmon-Kenan (1983) assumes that there is no question that the 
distinction is artificial. In fact, the story itself, the mere sequence of events, is 
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an abstract entity, a construct that exists only in our heads after we have 
read the narrative as presented in the text (p. 6). 
Nonetheless, the distinction between story and plot is still widely 
(though not always consistently) used to differentiate degrees of connectivity 
between events in a narrative. And indeed, the story 'the king died and then 
the queen died' allows for a number of plots apart from 'the king died and 
then the queen died of grief. It could also be: The king died and then the 
queen died because she ate of the same poisoned cake' or 'the king died and 
then the queen died of sheer irritation because he hadn't left her any money 
in his will'. 
A narrative can have one or more plot-lines, that is, events can centre 
on one or more groups of characters. In Dickens (1994) Bleak House for 
instance, there is the plot line which centres on Lady Dedlock and the 
discovery of her guilty past and there is the plot line which centres on Esther 
Summerson and her growth to maturity. At certain points these two plot lines 
merge, as it Is discovered that Esther is Lady Dedlock's Illegitimate daughter. 
Single plot novels are comparatively rare, most novels develop multiple plots. 
These multiple plot lines are not necessarily all of the same importance; there 
can be a main plot-line and one or more subplot lines. Such subplots can 
serve as a contrast to the main plot when, for instance, there is the same 
constellation of events in a higher and a lower social sphere. Some narratives 
are very tightly plotted, everything happens for a reason or a purpose and 
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one event is the consequence of another. Quest-stories or fairy tales are 
usually tightly plotted (Jahn, 2002, D7.2). 
When each plot-line Is brought to a satisfactory ending one also talks 
of a closed structure (for example the death or marriage of the protagonist or 
the final defeat of an evil force). This is often the case in Victorian novels 
where there is frequently an entire chapter at the end, tying up all the loose 
ends of the plot and giving a short glimpse of the characters' future, for 
example George Eliot's (1990) Middlemarch or Charies Dickens' (1854) Hard 
Times. 
A tight plot also contributes to increased suspense. Conversely, lack of 
suspense or tension in a narrative can in part be explained by the absence of 
a tight plot. A person sits down on a park bench, watches people go by, gets 
up again. There is a similar lack of events in Samuel Beckett's (1965) Waiting 
for Godot Many modern and post-modern writers deliberately try to eschew 
event-dominated stories and tight plots because they feel it is not an accurate 
rendering of reality and they claim to be more interested in character than in 
plot. Plot and character depend on each other of course. No plot or story can 
develop without characters and characters are frequently, though not always, 
developed through plots. As the novelist Henry James (1948) remarked in a 
much quoted phrase: ''What is character but the determination of incident? 
What is incident but the illustration of character?" (p. 13). 
Some narratives place less emphasis on the causal connection between 
events, though there are still plenty of events and actions. Instead, episodes 
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might be linked by a common character, such as Moll Flanders in Daniel 
Defoe's (1722) Moll Flanders or Sam Pickwick in Charles Dickens' (2003) 
Pickwick Papers, or a common theme. Such narratives are described as 
loosely plotted or episodic. Plots that are not brought to a final or preliminary 
conclusion are called open-ended plots or just open plots. J.K. Rowling's 
(1998) Many Potter and the Chamber of Secrets for Instance Is much more 
open-ended than the previous Harry Potter volumes. 
4.3. CHARACTER 
The people in a narrative are called characters rather than persons to 
emphasize the fact that they are only representations of people, constructed 
by an author to fulfil a certain function in a certain context. We form a mental 
construct of characters from the information we are given but also add some 
ideas from our own experience and imagination. Thus, even though we judge 
characters In literature according to our experience of Veal' people, unlike 
Veal' people they do not exist independently of their narrative context and 
little or no benefit is to be gained from speculating on the psychological 
make-up of a character for which we are not given any indication in the text. 
The main questions for an analysis of character are: 
1) Techniques of characterization: 
2) HOW does the text inform us about character and 
3) Character functions: WHAT FUNCTION do characters have in the 
narrative. 
170 
4.3.1. Techniques of Characterization 
Jahn (2002) opines that techniques of characterization are used in texts to 
enable readers to form a mental construct of a character. There are six main 
aspects to be considered (N7): 
• how the character is described, 
• by whom is the character described, 
• how is the characterization distributed throughout the text, 
• how reliable Is the source of information, 
• what do we learn about a character's inner life and 
• in which arrangements of contrasts and correspondences is the 
character depicted. 
4.3.2. Explicit and Implicit Characterization 
The most obvious technique of characterization is when someone tells 
us explicitly what a character is like: 
Emma Woodhouse^ handsome^ clever^ rich, with a 
comfortable home ar\d happy disposition, seemed to unite 
some of die best blessings of existence; and had lived 
nearly twenty-one years In tiie world with very little to 
distress or vex her. 
(Austen, 1997, ch,l) 
A character is sometimes also characterized explicitly through a telling 
name, as for instance Squire Allworthy, who is a worthy gentleman in all 
respects, in H. Fielding's (1981) Tom Jones but we also deduce character-
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traits that are given implicitly through the character's actions, other 
character's attitudes to him or her, etc. 
4.3.3. Oiaracterization by Narrator or Character 
Characters can be described, implicitly as well as explicitly, either by 
the narrator (sometimes, somewhat misleadingly, called authorial 
characterization) or by another character In the narrative (also called figural 
characterization) or even by the characters themselves (self-characterization). 
The following gives an example for a characterization by narrator 
combined with the narrator's representation of other characters' views. 
Explicitiy, Mr. Snagsby is characterized as a shy, retiring man. It is also 
implied that his wife is neither shy nor retiring and that he is rather tyrannized 
by Mrs. Snagsby: 
Mr. and Mrs. Snagyby are not only one bone and one flesh 
but, to the neighbors' thinking, one voice too. That voice, 
appearing to proceed from Mrs. Snagsby alone, is heard in 
Cook's Court very often. Mr. Snagsby, otiienA/ise than as he 
finds expression trough tiiese dulcet tones, is rarely 
heard. He is a mild, bald, timid man, with a shining head, 
and a scrubby clump of black hair sticking out at the back. 
He tends to meekness and obesity. [...] He is emphatically 
a retiring and unassuming man. 
(Dickens, 1982, ch. 10) 
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A further example: Miss Clack, the poor, religious cousin in Collins's 
(1982) The Moonstone introduces herself (self-characterization) to the reader 
in the following terms: 
/ am indebted to my dear parents (both now in heaven) for 
having had habits of order and regularity instilled into me 
at a very early age. In that happy bygone time, I was 
taught to keep my hair tidy at all hours of the day and 
night, and to fold up every article of my clothing carefully, 
in the same order, on the same chair, in the same place at 
the foot of the bed, before retiring to rest. An entry oftiie 
day's events in my llttie diary invariably preceded the 
folding up. The 'Evening Hymn'(repeatedin bed) invariably 
followed the folding up. And the sweet sleep of childhood 
invariably followed the 'Evening Hymn'. 
(Second Period, I narrative, ch. 1) 
A little further, Miss Clack characterizes herself as/ 
[...] one long accustomed to arouse, convince, prepare, 
enlighten, and fortify others [...]. 
(ch. 8) 
With these self-descriptions Miss Clack characterizes herself explicitly 
as a dutiful, orderly and religious person. Implicitly, she is depicted as 
somewhat obnoxious and one who always knows how other people should 
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reform their lives and is willing to say so. It is thus not surprising when Mr. 
Ablewhite calls Miss Clack: 
"this impudent fynatic" 
(ch. 8) 
4.3.4. Block Characterization 
We can be given crucial information all at once about a character in a 
block characterization: 
Thomas Gradgrind, sir. A man of realities. A man of fact 
and calculations. A man who proceeds upon the principle 
that two and two are four, and nothing over, and who is 
not to be talked into allowing for anything over. Thomas 
Gradgrind, sir - peremptorily Thomas - Thomas Gradgrind. 
With a rule and a pair of scales, and the multiplicatidn table 
always in his pocket, sir, ready to weigh and measure any 
parcel of human nature, and tell you exactly what it comes 
to. It is a mere question of figures, a case of simple 
arithmetic. 
(Dickens, 1854, ch. 2) 
Again, this characterization, given by the narrator, Imparts Information 
about Thomas Gradgrind both in explicit description and implicitly, 
reproducing Thomas Gradgrind's mind style the way he thinks about the 
world In his own mind. Block characterizations are usually given when a 
character is first introduced. Alternatively, the reader receives information 
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piecemeal throughout the narrative. This is usually the case for complex and 
dynamic characters. 
4.3.5. Reliability 
One needs to take the reliability of the source of the characterization 
into consideration when assessing the infomiation one receives about a 
character. A characterization given by a character whose reliability the reader 
has cause to question will not be accepted at face value, it becomes 
unreliable narration. When for instance the fanatically religious and officious 
Miss Clack characterizes Rachel, the lively and beautiful heroine of The 
Moonstone as "insignificant-looking" and with "an absence of all lady-like 
restraint in her language and manner" (Collins, 1982, ch. 1, p. 5), one is 
inclined to interpret this in Rachel's favour rather than to her disadvantage. As 
in this case, a character's explicit characterization of other characters 
functions as implicit self-characterization, since it expresses a character's 
attitudes and often reveals a character's weaknesses. In this case, Miss 
Clack's harsh judgment of Rachel and her conduct is no doubt influenced by 
the difference In looks and social standing between her and Rachel. To make 
matters worse, Rachel has attracted the amorous attentions of Godfrey 
Ablewhite, for whom Miss Clack herself harbours an unlimited adoration. 
Generally, a reader will treat self-characterization with care, since a 
character's self-proclaimed opinion of him or her can be distorted or given for 
purposes other than honest self-characterization. When Uriah Heep in 
Dicken's (1985) David Copperfield assures everyone repeatedly that he is so 
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very 'modest', the reader's distrust is awakened even before Uriah is disclosed 
as a hypocritical villain. 
In contrast to self-characterizations and characterization by other 
characters, those character descriptions given by the narrator, unless there 
are indications to the contrary, are usually assumed to be reliable and the 
reader tends to believe the narrator's characterizations more readily than 
others. 
4.3.6. Characterization Techniques 
Open 
Hidden 
Authorial 
description or comment 
report of character's actions 
and/or thought, description 
of outward appearance and 
circumstances, contrasts and 
correspondences 
Figurai 
another character 
description or 
comment 
(simultaneously 
implicit self-
characterization) 
as implied by 
choice of 
expression and 
description of 
appearance and 
circumstances 
Self-
characterization 
Description or 
comment 
use of language or 
gesture. 
expression, 
attitudes 
unconsciously 
expressed, 
characteristic props 
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4.3.7. Character's Function 
For the purposes of analysis it is essential not simply to describe a 
character but above all to look at a character's function In the nan-ative and 
that usually means considering a character in relation to other characters. 
Plot- or character-oriented narratives usually have one or more major (also 
main) characters and any number of minor characters. The main character, 
especially when there is only one, is also called protagonist. The term 
protagonist has the advantage that it implies no value-judgment and can 
include heroes or heroines (i.e. positive main characters) as well as anti-
heroes and anti-heroines (i.e. negative main characters). 
The protagonist is the character who dominates the narrative. Moll 
Flanders Is the protagonist of Defoe's (1722) Moll Flanders, Stephen Daedalus 
is the protagonist in Joyce's (1988) A Portrait of an Artist as a Young Man. In 
some narratives the protagonist has an influential enemy, the antagonist, 
such as Voldemort in the Harry Potter novels, Sauron in 7776 Lord of the Rings 
or Moriarty in Sheriock Holmes. 
Minor characters can serve as witnesses, i.e. someone reporting on the 
events though not directly involved thus achieving something of an objective 
report. This would be the case for Nick in F. Scott Fitzgerald's (1993) 77?^  
Great Gatsby, where the protagonists are Gatsby and Daisy, but Nick 
observes the developments and acts as I-as-witness narrator. 
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An important function of minor characters is to serve as foil-characters. 
A foil is a piece of shiny metal put under gemstones to increase their 
brightness. A foil character thus provides a contrast to highlight the features 
of the main character. Maybe the most famous example of a foil character is 
Watson in the Sherlock Holmes stones, whose ordinary perceptlveness serves 
to highlight Holme's genius. Another example would be the sensible and 
restrained Elinor and her emotional sister Marianne in Jane Austen's (1811) 
Sense and Sensibility. The sisters serve as foils for each other. 
Another function of a minor character can be that of confidant, i.e. a 
close friend of the protagonist to whom he or she can confide In and thus 
disclose his or her innermost thoughts. The house-keeper In Henry James's 
(1898) The Turn of the Screw and The Aspem Papers functions as confidant 
for the governess. This way the reader Is always confronted with the contrast 
between the governess' perceptions and visions and the housekeeper's 
slightly helpless and unimaginative common sense. 
4.4. NARRATORS AND NARRATIVE SITUATION 
While other categories of analysis, such as characterization, plot or 
space are useful both for the analysis of narrative and drama, the category of 
narrator is unique to the more diegetic genres (narrative prose and narrative 
poetry). 
Two aspects are considered: narrative voice (who speaks?) and 
focalization (who sees?). These two aspects together are also called narrative 
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situation. Some critics also tall< about narrative perspective or point of view in 
this context, though these terms do not always distinguish cleariy between 
narrative voice and focalization. 
4.4.1. Narrative Voices 
Narrative situation is an aspect of discourse, which means that It is 
part of the analysis that examines HOW a narrative is told. It is characteristic 
of narrative prose (and narrative poetry) that it is always told by someone, 
i.e. it is always mediated in some way through a Voice'. This is not the case in 
drama or film, where the characters generally speak directly. 
When one examines narrative voice, one basically wants to know who 
speaks, or more precisely, who tells the story. The question 'who speaks' Is 
asked of the narrative as a whole. This narrator can, of course, report on 
other characters' conversation. This does not change the narrative situation; it 
is still the narrator who speaks. 
The first distinction that is made, following Genette (1980), is between 
a narrator who Is also a character in the story - a homodiegetic narrator, and 
a narrator who is NOT a character in the story but in a way hovers above It 
and knows everything about It - a heterodiegetic narrator. If the 
homodiegetic narrator is also the protagonist of the narrative, It Is an auto 
diegetic narrator. 
The communication situation in prose texts thus comprises three levels: A 
character addresses another character in the narrative; this is narrated by a 
narrator who sometimes addresses an imaginary "dear reader" (the narratee); 
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the text has been composed by a real author and is read by an actual reader. 
Authors and readers are frequently embedded In different historical and 
cultural contexts. 
Narrative 
Text 
Actual 
author Narrator ( 
Story-world 
Character 1 \^ J> 
Character 2 
Narratee 
Actual 
reader 
Code / Message 
4.4.2. Focalization 
The narrator is the agency that transmits the events and existents of 
the narrative verbally. The narrator can recount events from a position 
outside the story, adopting the omniscient point of view of someone who, for 
some reason, knows everything about the story. However, it Is also possible 
for the narrator to adopt the limited point of view of one character in the 
story and in consequence to remain ignorant of what happens outside this 
character's range of perception. This choice of perspective is independent of 
the question whether or not the narrator is a character in the story. To 
express the distinction between narrative voice (who speaks?) and 
perspective (who sees or perceives?), Genette (1980) has introduced the term 
focalization (pp. 189-194) in order to avoid confusion with earlier usages of 
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the terms 'point of viev/ or 'perspective' which is often used to denote 
narrative voice as well. Genette's terms have been modified by Rimmon-
Kenan (1983) whose definitions are presented here: 
An external focalize Is a focalize who Is external to the 
story and who Is tiius also called narrator-focallser because 
die focus of perception seems to be that of the nana tor. 
An Internal focallser Is a focus of perception of a character 
In the story, and tiius also called character-focallsen 
(Rimmon-Kenan, 1983, p. 74) 
A similar effect can be achieved in a verbal narrative. Consider this 
extract: 
[...] what a variety of smells Interwoven In subtiest 
combination thrilled his nostrils; strong smells of earth, 
sweet smells of flowers; nameless smells of leaf and 
bramble; sour smells as they crossed the road; pungent 
smells as they entered bean-fields. But suddenly down tiie 
wind came tearing a smell sharper, Wronger, more 
lacerating than any - a smell tiiat ripped across his brain 
Erring a thousand Instincts, releasing a million memories -
the smell of hare, the smell of fox. Off he flashed like a fish 
drawn In a rush through water further and further. 
(Virginia Woolf, 1933, p. 83) 
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This excerpt is from Virginia Woolfs (1933) novel Flush. TTie paragraph 
begins with someone smelling different smells and it seems these smells are 
perceived of as attractive. In the last sentence it becomes clear that this 
someone is in fact a young dog; he Is the focus of perception, the focaliser. 
We hear about the smells, the attractions of fox and hare, the flash of passion 
from the dog's point of view, as one might imagine a dog to experience these 
things. Obviously, it is not the dog who speaks here. It is a heterodiegetic 
narrator who tries to reproduce the dog's impressions in an internal 
focalizatlon. In the terminology introduced by Stanzel, this combination is 
called figural narrative situation. Careful: it is not possible to have a 'figural 
narrator' because in this narrative situation a narrator who is not the 
character continues to speak! 
Focalizatlon does not have to stay the same throughout a narrative. A 
change in focaliser often introduces another point of view and thus variety 
into a narrative. Woolfs (1933) narrative of Flush's first amorous adventure 
for instance continues thus: 
Such conduct in a man even, in the year 1842, would have called for 
some excuse from a biographer; in a woman no excuse could have availed; 
but the moral code of dogs, whether better or worse, is certainly different 
from ours, and there was nothing in Flush's conduct In this respect that 
requires a veil now, or unfitted him for the society of the purest and the 
chastest In the land then. 
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This is a narrator comment and the narrator is obviously not a dog but 
a human being "the moral code of dogs is different from ours" (Woolf, 1933, 
p. 86). This represents a combination of heterodiegetic narrator and external 
focalization. 
Internal focalization can be more obvious still when the language 
abilities and mind style of the focaliser are realistically reproduced. This is a 
little difficult in the case of a dog but it becomes quite possible for instance in 
the case of children as focalizers. A famous example is the beginning of 
James Joyce's (1988) Portrait of the Artist as a Young Marr. 
Once upon a time and a very good time it was there was a 
moocow coming down along the road and this moocow 
that was coming down along the road met a nicens little 
boy named baby tuckoo.... 
His father told him that story: his father looked at him 
through a glass; he had a hairy face. [...] 
When you wet the bed, first it is warm then it gets cold. 
His motiierput on tiie oilsheet That had the queer smell. 
His mother had a nicer smell than his father (pp. 3-5) 
It is quite possible to Imagine that this is the perception of a little boy 
as he might express it to himself: The syntax Is very simple, he does not 
seem to know the word 'glasses' so the expression" through a glass" Is used. 
It is certainly from the little boy's point of view that we hear about the various 
smells, the story, and the bed-wetting, ^k)tice however, that even though the 
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language of a child is here reproduced, the little boy himself is not the 
narrator Cwho speaksPO. It is again a heterodiegetic narrator and an internal 
focaliser. 
The difference to an external focaliser becomes very clear when one 
compares Anthony Burgess' (1973) Joysprick: An Introduction to the 
Language of James Joyce rewriting of the passage at the beginning of Joyce's 
Portrait as a piece with a homodiegetic narrator and external focaliser (the 
older protagonist looking back as narrating I): 
My earliest recollections are of my fattier and my mottier 
bending over my cot and of the difference in persona/ 
odour that subsisted between my two parents. My fattier, 
certainly, did not have so pleasant an odour as my mother. 
I remember I would be told infantile stories, altogether 
appropriate to my infantile station. One of them, I seem to 
recall, was concerned with a cow coming down the lane -
which lane was never specified - and meeting a child who 
was called (I am embarrassed, inevitably, to recollect this 
in maturity) some such name as Baby Tuckoo. I myself, 
apparently, was to be thought of as Baby Tuckoo. Or was it 
Cuckoo? It is, of course, so long ago [...] 
(p.15) 
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Even though the narrator is now the main character In the story, a 
homodlegetic narrator, on account of the external focalizatlon, Burgess's 
version is noticeably removed from the child's perceptions at the time, and so 
of course is his linguistic ability. 
4.4.3. Comment 
In the narrative mode of comment one notices the mediator (i.e. the 
narrator) most. In this mode we find evaluations of the story's events and 
characters, general observations or judgments. Such evaluations can be quite 
explicit: 
In the absence of any precise idea as to wtiat railways 
were, public opinion in Frick was against them; for the 
human mind in that grassy comer had not the proverbial 
tendency to admire the unknown, holding rather that it 
was likely to be against the poor man, and that suspicion 
was the only wise attitude with regard to It 
(Eliot: 1990, ch. 56) 
But evaluations can also be made less explicitly. The choice of 
pejorative diction, a hint of irony or the use of modifiers (such as 
'unfortunately') also works as comment. In the following example the narrator 
of a Dickens (1994), novel manages to present Sir Leicester Dedlock as a 
rather ridiculous man, mainly through irony when describing Sir Lek:ester's 
estimate of his own value, which is completely out of proportion, and the 
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mixture of negative and positive characteristics whicii the narrator gives 
without any attempt at reconciliation: 
Sir Leicester Dedlock is only a baronet, but there is no 
mightier baronet than he. His family is as old as the hills, 
and Infinitely more respectable. He has a general opinion 
that the world might get on without hills, but would be 
done up without Dedlocks. [...] He Is a gentleman of strict 
conscience, disdainful of all llttlen^s and meanness, and 
ready, on the shortest notice, to die any death you may 
please to mention rather than give occasion for the least 
Impeachment of his integrity. He is an honourable, 
obstinate, truthful, high-spirited, intensely prejudiced, 
perfectly unreasonable man. 
(Dicl<ens, 1994, ch. 2) 
4.4.4. Mixed Narrative Modes 
In practice, narrative modes are mixed: 
Cedric crossed the threshold into the room, [report of 
action] It was a very large and splendid room, with 
massive carven furniture In it, and shelves upon shelves of 
books; [description] [...] On the floor, by the armchair, lay 
a dog, a huge tawny mastiff with body and limbs almost as 
big as a lion's [description]; and this great creature rose 
majestically and slowly, and marched towards the Utile 
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fellow, with a heavy step [report witii comment, 
'majestically', 'little fellow']. Then the person in the chair 
spoke, [report and inquit formula] 'Dougal/ he called, 
'come back, sir.' [direct speech and inquit formula] 
But there was no more fear in little Lord Fauntieroy's heart 
than there was unkindness - he had been a brave little 
fellow all his life, [report with comment] 
(Burnett, 1886, ch. 5) 
4.4.5. Historical Cliange in Narrative Modes 
Preferences for certain narrative modes cliange over time. Twentieth-
century narratives for instance tend to use less comment, especially moral 
judgments that claim general validity of the kind so frequentiy found in earlier 
narratives. Modem narratives also favour the use of direct speech or direct 
representation of consciousness. Generally, the tendency since the late 
nineteenth century, especially since Henry James' emphatic advocacy of the 
'showing' mode, has been towards those modes that create the Illusion of 
mimesis and disguise the voice of the narrator. 
This does not mean that one type of mode is better and that another is 
worse. It does indicate that readers have, at different times, different tastes 
and possibly different expectations and reading habits. A comparison of 
narrative modes can thus be fruitful when comparing narratives which were 
written at different times. It is also useful to bear in mind the changing 
preferences for different modes when examining narratives from times other 
than our own. 
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4.5. REPRESENTATION OF CONSCIOUSNESS 
Rather more intricate than representations of speech in direct or 
indirect mode are representations of thought, which can be conceptualized as 
a kind of silent speech or inner speech. Bonheim (1982) is of the view that it 
is achievable to symbolize thought, just like speech, using direct or indirect 
discourse: 
"What horrible weather they have here, "he thought 
(direct discourse) 
"He thought that the weather in these parts was really 
horrible." 
(indirect discourse) 
(p. 53) 
Three major methods of thought representation have been Identified, 
depending on the level of noticeable narrator interference: 
• interior monologue, 
• psycho narration, 
• narrated monologue or free indirect discourse. 
4.5.1. Interior Monologue 
Interior monologue is the direct presentation of thought as In direct 
speech. One does not speak of a monologue unless the utterance has a 
certain length. Interior monologue is thus a longish passage of uninterrupted 
thought. 
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Consider an excerpt from Douglas Adams (1979), The Hitch Hil<er's 
Guide to the Galaxy. The situation is as follows: The spaceship is being 
attacked by two missiles. Only at the last moment does Arthur turn on the 
Improbability Drive and the two missiles are turned into a sperm whale and a 
bowl of petunias. The passage describes the thoughts of the sperm whale 
that has suddenly come into existence in free space and is trying to come to 
terms with his identity: 
Er^ excuse me, who am I? 
Hello? 
Why am I here? What's my purpose in life? 
What do I mean by who am I? 
Calm down, get a grip now... oh! this is an Interesting 
sensation, what is it? It's a sort of... yawning, tingling 
sensation in my... my... well I suppose I'd better start 
finding names for things if I want to make any headway 
[...] so lets call It my stomach. 
And hey, what about this whistling roaring ^ und going 
past what I'm suddenly going to call my head? Perhaps I 
can call that... wind! Is that a good name? It'll do [...] 
Now - have I built up any coherent picture of things yet? 
No. 
Never mind, hey, this is really exciting, so much to find out 
about, so much to look forward to, [...] Hey! What's this 
thing suddenly coming towards me very fast? Very very 
fast. So big and flat and round, it needs a big wide 
sounding name like... ow... ound... round... ground! 
That's it! That's a good name - ground! 
I wonder if it will be friends with me? 
And die rest, after a sudden wet thud, was silence. 
(ch. 18) 
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Apart from the last sentence, which is dearly a remark by a 
heterodiegetic narrator, this passage attempts to recreate what passes 
through the whale's consciousness apparently without any Interference from 
an agency that tries to put it into well-turned English. The thoughts are 
presented in the first person, several thoughts run into each other as 
perceptions of different things crowd into the whale's consciousness, syntax 
and punctuation are not those of conventional written language, but try to 
imitate spoken (or thought) language. This technique of presentation is now 
most commonly called interior monologue and it Is intended to present a 
character's thoughts directly, imitating as much as possible the way this 
character might 'actually' have thought his thoughts. 
One of the most famous examples for interior monologue, cited again 
and again, is James Joyce's (1922), last chapter in Ulysses. Page after page 
this section presents Molly Bloom's consciousness to the reader entirely in 
Interior monologue: 
[...] if his nose bleeds youd tiling it was O tragic and tiiat 
dyinglooking one off the south circular when he sprained his 
foot at the choir party at the sugarloaf Mountain the day I 
wore that dress Miss Stack bringing him flowers the worst 
old ones she could find at the bottom of the basket anything 
at all to get into a mans bedroom with her old maids vote 
trying to imagine he was dying on account of her to sever 
see thy face again though he looked more like a man with 
his beard a bit grown in the bed father was the same besides 
I hate bandaging and dosing when he cut his toe with the 
razor paring his corns afraid hedget blood poisoning [...] 
(Penelope, p. 1130) 
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Here, in contrast to the sperm whale's last thoughts, there is no 
punctuation and the current of thought is depicted as associative rather than 
strictly logical and coherent. The notion that one's thoughts are not In fact 
orderly and well-fomnulated but nnore of a jumbled-up sequence of 
associations, gained currency with a concept developed In psychology, called 
stream of consciousness. This term was coined by William James in 1892. It is 
important to note, however, that for William James the stream of 
consciousness was not necessarily verbal but also included other sensual 
perceptions, especially visual representations. Interior monologue is one 
narrative technique - necessarily limited to verbal representation - that tries 
to reproduce non-orderly and associative patterns of thought. It is also 
possible to reproduce the stream of consciousness In narrated monologue. 
The term stream of consciousness thus refers to the way cognitive processes 
take place, it is not itself a narrative technique. Unfortunately, many critics 
use the term to denote a narrative technique, which confuses the issue. 
4.5.2. Psycho Narration 
Obviously, Interior monologue is a technique that puts a certain 
amount of strain on the reader. Thus, It Is more common to learn about a 
character's consciousness from the narrator, who takes It upon him- or 
herself, to report the character's thoughts to the reader. 
In psycho narration the heterodiegetic narrator relics in the fore throughout, 
even adds some wide-ranging annotations not originating in the character. 
The diversity in effect Is fairly marked, the reader remains a great deal more 
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far-off from the character's realization and the level of arbitration remains 
evident in the foreground. 
4.5.3. Narrated Monologue 
A third technique for the representation of consciousness is called 
narrated monologue or free indirect discourse. This represents, In a way, a 
mixture between psycho narration and interior monologue. In a narrated 
monologue the narrator often sets the scene but the character's thoughts are 
reproduced 'directly' and in a way that one would imagine the character to 
think, though the narrator continues to talk of the character in the third 
person. The syntax becomes less formal (incomplete sentences, exclamations, 
etc.) and the character's mind style is reproduced more closely. We hear a 
'dual voice (Pascal 1977), the voices of the narrator and the characters are 
momentarily merged. This can create an impression of Immediacy but it can 
also be used to introduce an element of irony, when the reader realizes that a 
character is misguided without actually being told so by the narrator. 
For our example the technique of narrated monologue might look 
something like this (only the first two sentences and the last sentence are 
direct quotations from Douglas Adams (1979), the rest has been rewritten as 
nan-ated monologue): 
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Against all probability a sperm whale had suddenly been 
called into existence several miles above the surfiace of an 
alien planet And since this is not a naturally tenable position 
for a whale, this poor innocent creature had very little time 
to come to terms with its identity as a whale before it then 
had to come to terms with not being a whale anymore. Why 
was he here? What was his purpose in life? The important 
thing now was to calm down ... oh! that was an interesting 
sensation, what was it? It was a sort of... yawning, tingling 
sensation in his... his... well he supposed he'd better start 
finding names for tilings if he wanted to make any headway. 
Hey! What was that thing suddenly coming towards him so 
very fast? Would it be friends with him? And the rest, after a 
sudden wet thud, was silence, (p. 112). 
While the narrator resurfaces at the beginning and the end of this 
version, the voice of the whale becomes more dominant in the middle section 
which is given in narrated monologue though the narrator is still apparent in 
the use of the third person and past tense. Compare the two previous 
versions: Interior monologue and Psycho narration. 
A classic example for the frequent use of narrated monologue or free 
indirect discourse is Virginia Woolf's (1925) Mrs. Dalloway. The following 
passage reproduces Clarissa Dalloway's thoughts and perceptions, 
reproducing the associative connections of her stream of consciousness, as 
she is choosing flowers for her party: 
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And as she began to go with Miss Pym from jar to jar, choosing, 
nonsense, nonsense, she said to herself, more and more gently, 
as if tills beauty, this scent, this colour, and Miss Pym liking her, 
trusting her, were a wave which she let flow over her and 
surmount that hatred, that monster, sunmount it all; and it lifted 
her up and up when - oh! A pistol shot In the street outside! 
(p. 16) 
4.6. TIME 
There are two aspects of time that deserve particular attention in the 
analysis of narrative prose: the use of tense and the arrangement and 
presentation of time sequences in a narrative. 
4.6.1. Tense 
To start with tense: Probably most narratives are told In the past 
tense, the so-called narrative past as in this example: 
Sir Walter Elliot [...] was a man who, for his own 
amusement, never took up any book but tiie Baronetage; 
there he found occupation for an idle hour, and consolation 
In a distressed one; [...] 
(Austen, 1817, p. 7) 
The tense of a narrative is determined by the tense of the full verbs (in 
this example: took, found). 
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Some narratives are written in the nan^tive present: 
The magazine is open on Bartfara's l^nee, but she does not 
loolc at it She sits mth her mouth open, her fur coat l(ept 
on, her face staring through the window. The train slides 
slowly down the platfonn at Water mouth. When it stops, 
she picks up her luggage and gets out. 
(Bradbury, 2007, ch. 12) 
The verbs that determine narrative tense here are: look, sit, slide, 
stop, pick up, and get out. Very often, the use of the narrative present gives 
the reader an impression of immediacy, whereas the use of the narrative past 
has a more distancing effect. This becomes especially noticeable when there 
is a tense switch, from narrative past to narrative present or back. A tense 
switch can indicate a change in perspective or time level, as in the following 
example: 
She came out of the arbour almost as if to throw herself in 
my arms. I hasten to add that I escaped this ordeal and 
that she didn't even shake hands with me. 
^ames, 1898, ch. 5; 
Here the narrative of events In the narrative past is Interrupted by a 
remark made by the narrator at the time of narration in the narrative present 
"I hasten to add" (James, 1898, p. 64). Even though most narratives are toW 
in the narrative past, they are frequently interspersed by statements of 
general application in the present tense. Chatman (1978) opines that the use 
of the present tense is called gnomic present. This gnomic present is 
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grammatically speaking no different from the narrative present, but it does 
not represent a tense switch in the same sense. In narrative present the 
action of the narrative is given. By contrast, In gnomic present, generic 
statements are made that claim general validity. 
When any two young people take it into their heads to 
marry, they are pretty sure by perseverance to carry their 
point, be they ever so poor, or ever so imprudent, or ever so 
littie lilaeiy to be necessary to each other's ultimate comfort. 
This may be bad morality to conclude widi, but I believe it to 
truth; and if such parties succeed, how should a Captain 
Wentworth and an Anne Elliot, with the advantage of 
maturity of mind, consciousness of right and one 
independent fortune between them, fail of bearing down 
every opposition? [...] Sir Walter made no objection, and 
Elizabeth did nothing worse than look cold and unconcerned. 
(Austen, 1817, ch. 24) 
Notice the change of tense from the general observation "When any 
two young people take it into their head^' to narrative past in the specific 
case of the story "5//- Walter made no objectiorf. 
4.6.2. Time Analysis 
Genette 1980, and Jahn, 2002 discuss that the analysis of the use of 
time In a narrative centers around three aspects: order, duration and 
frequency. Chatman (1978) also holds a similar opinion. To recall, a narrative 
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can be divided into elements of story, relating to questions of WHAT happens, 
and elements of discourse, relating to questions of HOW it is told. 
Story-time Is the sequence of events and the length of time that 
passes in the story. Discourse-time, on the other hand, covers the length of 
time that is taken up by the telling (or reading) of the story and the sequence 
of events as they are presented in discourse, 
4.6.2.a. Duration 
No narrative retells absolutely everything that presumably 'happened' 
in a story; those events that are considered most Important will normally be 
told in some detail, others will be left out or summarized. This discrepancy 
between the events of the (assumed) story and the events as rendered by the 
narrative's discourse is the focus of attention when one considers the aspect 
of duration. 
In the case of a story about a man and his life which lasts 70 years, 
the duration of story-time would be 70 years. Story-time could be just one 
hour, if the story happens to be about a woman who is waiting for a train for 
an hour and who makes an Important discovery in this hour which changes 
her life. 
The duration of discourse-time In the case of the man's 70 years of life 
is likely (or so one hopes) to be shorter than the 70 years of story-time. In 
the case of the woman waiting for a train it might easily be longer than one 
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hour, if say, the woman remembers a lot about her past life which takes 
longer than an hour to narrate. 
There are five possible relations between story-time and discourse-
time: scene, summary, stretch, ellipsis and pause. All these influence the 
reader's perception of ttie speed of a narrative. Notably, many stretches and 
pauses slow things down considerably, scene and ellipsis give the impression 
of things happening quickly. 
4.6 .2 .a . l . Scene/real time = story-time and discourse-time are equal 
(this is usually the case in dialogue). Example: 
-When did you last see her? 
-On the bridge. 
-Alone? 
-No, with a man. 
4.6.2.3.2. Summary/speed-up = story-time is longer than discourse-
time. Example: 
-So they lived contentedly the next 20 years. 
4.6.2.a.3. Stretch/slow-down = discourse-time exceeds story-time. 
Example: 
-She suddenly realized how very much alone she was with her favourable 
opinion of the young visitor and how much opposition she would have to 
content with later from her querulous aunt. All this took no more than a split 
second and there was no hesitation in her movement as she came forward to 
welcome him. 
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4.6.2.a.4. Ellipsis= discourse-time skips to a later part In stor/-time 
Example: Ten years later we meet the little girl again, now grown Into a 
handsome woman. 
4.6.2.a.5. Pause = Story-time comes to a standstill while discourse time 
continues 
Example: This usually involves a description or narrator comment: Cecilia 
entered the library with a heavy heart. But before we follow her and enter 
upon the events which were to follow, let us consider her position in life. 
Cecilia had grown up an orphan under the care of a retiring uncle very much 
preoccupied with his studies. As soon as she was able to deal with them, the 
cares of the household had fallen to her and had curtailed the freedoms of 
her childhood. This information imparted to the interested reader, let us 
return to Cecilia on the threshold of the library. 
4.6.2.b. Order 
Events in an assumed story take place in a certain order, for instance a 
child Is bom, grows up, marries, leads a contented life, dies. This order of 
events might be abbreviated as ABCDE. 
A narrative can tell about these events chronologically in the order in 
which they occurred: ABCDE. But it could just as well start with the 
character's death, and then recall the birt:h, childhood, marriage, married life. 
The order of discourse would then look like this: EABCD. Discourse could 
deviate from chronology more radically and present events in orders such as 
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CABED or ACDEB and so on. In such cases events are not told in 
chronological order, they are non sequential. 
When the chronological order of events is changed in discourse, certain 
techniques are employed to reveal the whole story nonetheless. The most 
common of these techniques are flash-forward (prolepsis) and flashback 
(analepsis). In a discourse order of BCDAE the section 'A' (the birth in our 
example) would represent a flashback; in the order AEBCD, the section 'E' 
(death in our example) would represent a flash-forward. A prolepsis is often 
merely a short remark as in this example: 
Ada called to me to let her in; but I said, 'Not now, my 
dearest. Go away. There's nothing the matter; I will come 
to you presently. 'Ah! It was a long, long time, tfefore my 
darling girl and I were companions again. 
(Dickens, 1994, ch. 31) 
4.6.2.C. Frequency 
The third element of time analysis relates to the question of how many 
references are made on the discourse level to any given event on the story 
level. There are three possibilities: 
4.6.2.C. I . Singulative = an event takes place once and is referred to 
once 
(They married in June 1865 on a beautiful sunny day') 
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4.6.2.C.2. Repetitive = an event takes place once but is referred to 
repeatedly. 
(This is the case for instance when a character is obsessed by an event and 
keeps coming back to it or when the same event is told from different 
narrator perspectives, as for instance in Faulkner's (1929) The Sound and the 
Fury. An extreme example is the movie Groundhog Day where the protagonist 
has to relive the same day over and over again). 
4.6.2.C.3. Iterative= an event takes place several times but Is referred 
to only once. 
('Every day when Freda sat down to her sewing, she asked herself what she 
had done to deserve this'). 
4.7. TYPES OF PROSE FICTION 
4.7.1. Novel 
The novel can be defined as an extended work of prose fiction. It 
derives from the Italian novella C'lttle new thing"), which was a short piece of 
prose. The novel has become an increasingly popular form of fiction since the 
early eighteenth century, though prose narratives were written long before 
then. The term denotes a prose narrative about characters and their actions 
in what is recognizably everyday life. This differentiates it from its immediate 
predecessor, the romance, which describes unrealistic adventures of 
supernatural heroes. The novel has developed various sub-genres: 
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In the epistolary novel the narrative is conveyed entirely by 
an exchange of letters. 
(Richardson, 1813) 
A picaresque novel is an early form of the novel; some call it a 
precursor of the novel. It presents the adventures of a light-hearted rascal. It 
is usually episodic in structure, the episodes often arranged as a journey. The 
narrative focuses on one character that has to deal with tyrannical masters 
and unlucky fates but who usually manages to escape these miserable 
situations by using her/his wit. 
The historical novel takes its setting and some of the (chief) characters 
and events from history. It develops these elements with attention to the 
known facts and makes the historical events and issues important to the 
central narrative. 
The bildungsroman (novel of education) is a type of novel originating 
in Germany presents the development of a character mostly from childhood to 
maturity. This process typically contains conflicts and struggles, which are 
ideally overcome in the end so that the protagonist can become a valid and 
valuable member of society. An apt example is that of Charles Dickens's 
(1985) A Tale of Two Cities. 
The gothic novel became very popular from the second half of the 
eighteenth century onwards. With the aim to evoke chilling terror by 
exploiting mystery and a variety of horrors, the gothic novel is usually set in 
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desolate landscapes, ruined abbeys, or medieval castles with dungeons, 
winding staircases and sliding panels. Heroes and heroines find themselves in 
gloomy atmospheres where they are confronted with supernatural forces, 
demonic powers and wicked tyrants. Examples are Horace Walpole's (1769) 
7776 Castle of Otranto, Ann Raddiffe's (1794) Mysteries of Udolpho and 
William Faulkner's (1964) Absalom!Absalom. 
The social novel, also called industrial novel or Condition of England 
novel, became particularly popular between 1830 and 1850 and is associated 
with the development of nineteenth-century realism. As its name indicates, 
the social novel gives a portrait of society, especially of lower parts of society, 
dealing with and criticizing the living conditions created by industrial 
development or by a particular legal situation (the poor laws for instance). 
Well-known examples are Elizabeth Gaskell's (1996) Mary Barton, Charles 
Dickens's (1994) Oliver 71v/sf and Charles Kingsley's (2005) Alton Locke. 
Science fiction is a type of prose narrative of varying length, from 
short-story to novel. Its topics include quests for other worlds, the influence 
of alien beings on Earth or alternate realities; they can be Utopian, dystopian 
or set In the past. Common to all types of science fiction is the interest in 
scientific change and development and concern for social, climatic, geological 
or ecological change. Examples are Mary Shelley's (1998) Frankenstein, H.G. 
Wells's (2006) The Time Machine, Aldous Huxley's (1932) Brave New Worid 
and George Orwell's, (1983) Nineteen Eighty-four. 
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Metafiction is a term given to fictional writing which self-consciously 
and systematically draws attention to its status as an artifact in order to pose 
questions about the relationship between fiction and reality. It concentrates 
on the phenomenological characteristics of fiction, and investigates into the 
quintessential nature of literary art by reflecting the process of narrating. 
Examples are Laurence Sterne's (1857) The Life and Opinons of Tristram and 
Doris Lessing's (2007) The Golden Notebook. 
A romance is a fictional narrative in prose or verse that represents a 
chivalric theme or relates improbable adventures of idealized characters in 
some remote or enchanted setting. It typically deploys mono dimensional or 
static characters that are sharply discriminated as heroes or villains, masters 
or victims. The protagonist is often solitary and isolated from a social context; 
the plot emphasizes adventure, and is often cast in the form of a quest for an 
ideal or the pursuit of an enemy. Joan Rees' (1991) Sir Philip Sidney and 
Arcadia, Percy B. Shelley's (1831) Queen Mat and Nathaniel Hawthorne's 
(1851) The House of the Seven Gables ^ re suitable examples. 
4.7.2. Short-Story 
A short-story is a piece of prose fiction marked by relative shortness 
and density, organized into a plot and with some kind of denouement at the 
end. The plot may be comic, tragic, romantic, or satiric. It may be written in 
the mode of fantasy, realism or naturalism. It rs a form of short fictional 
narrative prose. Short stories tend to be more concise and to the point than 
longer works of fiction, such as novellas (in the modern sense of this term) 
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and novels. Because of their brevity, successful short stories rely on literary 
devices such as character, plot, theme, language, and insight to a greater 
extent than long form fiction. The overall arch of the story would only emerge 
through the telling of multiple sections of the tale. 
Short stories have their origins in the prose anecdote, a swiftly-
sketched situation that comes rapidly to its point, with parallels in oral story-
telling traditions. With the rise of the comparatively realistic novel, the short 
story evolved as a miniature, with some of its first perfectly independent 
examples in the tales of E.T.A. Hoffmann and Anton Chekov. 
4.7.3. Modern Short Stories 
Modern short stories emerged as their own genre in the early 19th 
century. Early examples of short story collections include the Brothers Grimm 
(1992), Nikolai Gogol's (1926), Edgar Allan Poe's (2004) and Nathaniel 
Hawthorne's (1842). In the later part of the 19th century, the growth of print 
magazines and journals created a strong market demand for short fiction 
between 3,000 and 15,000 words in length. Among the famous short stories 
to come out of this time period was Anton Chekhov (2002). 
In the first half of the 20th century, a number of high-profile 
magazines, such as The Scribner's and The Saturday Evening Post, all 
published short stories in each issue. The demand for quality short stories 
was so great, and the money paid for them so high, that F. Scott Fitzgerald 
repeatedly turned to short story writing to pay off his numerous debts. 
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4.7 .3 .1 . Elements of Modem Short Stories 
Short stories tend to be less complex than novels. Usually, a short 
story will focus on only one incident, has a single plot, a single setting, a 
limited number of characters, and covers a short period of time. 
In longer forms of fiction, stories tend to contain certain core elements 
of dramatic structure: exposition (the introduction of setting, situation and 
main characters); complication (the event of the story that introduces the 
conflict); rising action, crisis (the decisive moment for the protagonist and 
their commitment to a course of action); climax (the point of highest interest 
in terms of the conflict and the point of the story with the most action); 
resolution (the point of the story when the conflict is resolved); and moral. 
Because of their short length, short stories may or may not follow this 
pattern. For example, modern short stories only occasionally have an 
exposition. More typical, though, is an abrupt beginning, with the story 
starting in the middle of the action. As with longer stories, plots of short 
stories also have a climax, crisis, or turning-point. However, the endings of 
many short stories are abrupt and open and may or may not have a moral or 
practical lesson. 
4.7.3.1.a. Length 
Determining what exactly separates a short story from longer fictional 
formats is problematic. A classic definition of a short story is that it must be 
such that it can be read in one sitting, a point most notably made in Edgar 
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Allan Poe's essay (1996). Other definitions place the maximum word length at 
7,500 words. In contemporary usage, the term short story most often refers 
to a work of fiction no longer than 20,000 words and no shorter than 1,000. 
Stories shorter than 1,000 words fall into the flash fiction genre. Fiction 
surpassing the maximum word length parameters of the short story falls into 
the areas of novelettes, novellas, or novels. 
4.7.3.1.b. Genres 
Short stories are most often a form of fiction writing, with the most 
widely published form of short stories being genre fiction such as science 
fiction, horror fiction, detective fiction, and so on. The short story has also 
come to embrace forms of non-fiction such as travel writing, prose poetry and 
post-modern variants of fiction and non-fiction such as ficto-criticism or new 
journalism. 
4.7.4. Biography 
Biography is a genre of literature and other forms of media like film, 
based on the written accounts of individual lives. It may focus on a subject of 
fiction or non-fiction, the term is usually in reference to non-fiction. As 
opposed to a profile or curriculum vitae, a biography develops complex insight 
and highlights different textures of personality including intimate details of 
experiences. A biography is more than a list of impersonal facts like birth, 
education, work, relationships and death. It also delves into the emotions of 
experiencing such events 
207 
4 .7 .4 .1 . Forms of Biography 
4.7.4.1.a. Early forms 
The first known biographies were written by scribes commissioned by 
the various rulers of antiquity: ancient Assyria, ancient Babylonia, ancient 
Egypt, ancient Mesopotamia, among others. Such biographies tended to be 
chiselled into stone or clay tablets, a method called cuneiform. 
The Jewish holy scripture is an anthology of some of the earliest biographies 
in existence, detailing the lives of chiefs, kings, tribes, patriarchs and 
prophets. However, the dates of these written accounts are disputed. 
4.7.4.1.b. Classical forms 
The ancient Greeks developed the biographical tradition which we have 
inherited, although until the 5th century AD, when the word 'biographia' first 
appears, in Damasclu's (2007) biographical pieces were called simply 'lives', 
'bioi'. It is quite likely that the Greeks were drawing on a pre-existing eastern 
tradition; certainly Herodotus' Histories contains more detailed biographical 
Information on Persian kings and subjects than on anyone else, implying he 
had a Persian source for it. 
The earliest surviving pieces which we would Identif/ as biographical 
are Isocrate's Life of E\^agoras an6 Xenophon's Life ofAgesilaos, both from 
the fifth century BC. Both Identified themselves as encomia, or works of 
praise, and that biography was regarded as a discrete entity from 
historiography is evidenced by the fact that Xenophon treated King Agesilaos 
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of Sparta twice in his works, once in the above-mentionecl encomium and 
once in his Greek History; evidently the two genres were conceived as making 
different demands of authors who enrolled in them. Xenophon could present 
his Cyropaedia, an account of the childhood of the Persian King Cyrus the 
Great now regarded as so fabulous that it falls rather into a novelistic tradition 
as a biographical one, as a serious work, without any disclaimers or caveats. 
The Parallel Lives of Plutarch, a Greek writing under the Roman 
empire, is a series of short biographies of eminent men, ancient and 
contemporary, arranged in pairs comprising one Greek, one Roman, in order 
that a broad educative point might be extracted from the comparison (for 
example Mark Anthony and Demetrius were paradigms of tyranny, Lysander 
and 5t///a examples of great men degenerating into blood-thirsty corruption). 
However, although their moralizing approach is not in fashion In the 
current intellectual climate, Greek biographies still have much to offer the 
modern reader, and for the most part it is reasonable to assume that while 
authors may have suppressed details which did not fall in with the general 
theme which they wished to convey, they are unlikely to have fabricated 
much. Not least, they were instrumental In developing the modern idea of the 
person. The traditional Greek attitude to individuals was to 'reduce them to 
types'; the Peripatetic tradition records various categories into which men 
might fall: the flatterer, the superstitious man and so on. Greek rhetorical 
handbooks give advice on 'ethopoia' that is creating a character, one of a 
recognized type, to win favour in the law courts. 
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The biographical tradition does draw on these types, but it also gives 
explicit recognition to the importance of individual idiosyncrasies in defining a 
man, and places the emphasis firmly on a man's personality rather than 
merely listing his accomplishments. As Plutarch says in the introduction to his 
Life of Alexander the Great, 'in the most illustrious deeds there is not always a 
manifestation of virtue and vice, but a slight thing like a phrase or a jest often 
makes a greater revelation than battles where thousands fall, or the greatest 
armaments, or sieges of cities'. Thus the individual is recognized as having 
some value and interest irrespective of the impact of his actions on the 
broader sweep of history. 
Under the Roman Empire, the biographical and historiographical 
traditions converged somewhat, likely due to the nature of government, 
whereby the state was dominated by a single emperor with totalitarian power 
and whose character and actions set the tone for the period; Tacitus's as well 
as Dio's contain much of the same material as the biographer Suetonius's 
(1997), However, although Tacitus in particular was extremely critical of the 
regime, his disapproval emerges in subtle characterization and arrangement 
of his material, in contrast with Suetonius' vicious authorial comment. 
By the late Middle Ages, biographies became less church-oriented as 
biographies of kings, knights and tyrants began to appear. The most famous 
of these biographies was Le Morte d'Arthur by Sir Thomas Malorym (1969). 
The book was an account of the life of the fabled King Arthur and his Knights 
of the Round Table. 
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Following Malory, the new emphasis on humanism during the 
Renaissance promoted a focus on secular subjects such as artists and poets, 
and encouraged writing in the vernacular. Giorgio Vasari's (1987) was a 
landmark biography focusing on secular lives. Vasari created celebrities of his 
subjects, as the Lives became an eariy "best seller." Two other developments 
are notewortihy: the development of the printing press in the fifteenth century 
and the gradual increase in literacy. 
Biographies in the English language began appearing during the reign 
of Henry VIII. James Foxe's (1563) Acts and Monuments esse.vti\d\\i was the 
first dictionary of biography, followed by Thomas Fuller's (1840) 7fie History 
of tile Wortiiies of Engiandm^ a distinct focus on public life. 
4.7.5. Modem Biography 
The "Golden Age" of English biography emerged in the late 1700s, the 
century in which the terms "biography" and "autobiography" entered the 
English lexicon. The classic works of the period were Samuel Johnson's 
(1854) Vie Lives of tiie Most Eminent Englisii Poets and James Boswell's 
(1791) massive Life of Jotinson. The Boswellian approach to biography 
emphasized uncovering material and letting the subject "speak for itself." 
While Boswell compiled, Samuel Johnson composed. Johnson did not go after 
a chronological recitation of the subject's subsistence but used anecdotes and 
incidents selectively. Johnson discarded the concept that facts exposed 
reality. He recommended that biographers should look for their subject in 
folks Instant, to discover minor acknowledged facts or anecdotes which 
publicized character. 
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The romantic biographers disputed many of Johnson's judgments. Jean 
Jacques Rousseau's (1996) Confessions exploited the romantic point of view 
and the confessional mode. The tradition of testimony and confession was 
brought to the New World by Puritan and Quaker memoirists and journal-
keepers where the fonn continued to be influential. Benjamin Franklin's 
(1791) autobiography yNOu\(\ provide the archetype for the American success 
story. Autobiography would remain an influential fonn of biographical writing. 
Generally, American biography followed the English model, however, 
incorporating Thomas Cariyle's view that biography was a part of history. 
Cariyle asserted that the lives of great men were important to understanding 
society and its institutions. While the historical impulse would remain a strong 
element in eariy American biography, American writers carved out their own 
distinct approach. What emerged was a rather didactic form of biography 
which sought to shape Individual character of the reader in the process of 
defining national character. 
The distinction between mass biography and literary biography which 
had formed by mid nineteenth century reflected a breach between high 
culture and middle-class culture. This division would endure for the remainder 
of the century. Biography began to flower thanks to new publishing 
technologies and an expanding reading public. This revolution made books 
available to larger audiences of readers. Almost ten times as many American 
biographies appeared from 1840 to 1860 than had appeared In the first two 
decades of the century. In addition, affordable paperback editions of popular 
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biographies were publisiied for the first time. Also, American periodicals 
began publishing series of biographical sketches. The topical emphasis shifted 
from republican heroes to self-made men. 
Much of late 19th-century biography remained formulaic. Notably, few 
autobiographies had been written in the 19th century. The following century 
witnessed a renaissance of autobiography beginning with Booker T. 
Washington's (1995), Up From Slavery and followed by Henry Adams's 
(1907) The Education of Henry Adamas, a chronicle of self-defined failure 
which ran counter to the predominant American success story. The 
publication of socially significant autobiographies by both men and women 
began to flourish. 
The authority of psychology and sociology was ascendant and would 
make its mark on the new century's biographies. The demise of the "great 
man" theory of history was indicative of the emerging mindset. Human 
behaviour would be explained through Darwinian theories. "Sociological" 
biographies based their subjects' actions as the result of the environment, 
and tended to downplay individuality. The development of psychoanalysis led 
to a more penetrating and comprehensive understanding of the biographical 
theme, and induced biographers to give more emphasis to childhood and 
adolescence. Clearly, psychological notions were changing the approach 
Americans read and wrote biographies, as a customs of autobiography 
developed in which the telling of one's own story became a type of treatment. 
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The conventional concept of national heroes and narratives of success 
disappeared in the obsession with psychological explorations of personality. 
The new school of biography featured iconoclasts, scientific analysts, and 
fictional biographers. This wave included Lytton Strachey, Andre Maurois, and 
Emil Ludwig among others. Strachey's biographies had an influence similar to 
that which Samuel Johnson had enjoyed earlier. In the 1920s and '30s, 
biographical writers sought to capitalize on Strachey's popularity and imitate 
his style. Robert Graves (1998) stood out among those following Strachey's 
model of "debunking biographies." The trend in literary biography was 
accompanied In popular biography by a sort of "celebrity voyeurism." in the 
early decades of the century. This latter form's appeal to readers was based 
on curiosity more than morality or patriotism. 
By World War I, cheap hard-cover reprints had become popular. The 
decades of the 1920s witnessed a biographical "boom." In 1929, nearly 700 
biographies were published in the United States, and the first dictionary of 
American biography appeared. In the decade that followed, numerous 
biographies continued to be published despite the economic depression. They 
reached a growing audience through inexpensive formats and via public 
libraries. 
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Summary 
• Prose is a script distinguished from poetry by its greater diversity of 
rhythm and its nearer resemblance to the patterns of everyday speech. 
• Prose normally lacks the proper structure of meter or rhyme that is 
frequently found in poetry. 
• Prose is repeatedly measured to be delegate of the patterns of usual 
speech, many rhetorical devices are used in prose to highlight points 
and cheer up the script. 
• The persons in a story (prose writing) are called characters rather than 
persons to highlight the fact that they are only representations of 
people, constructed by an author to accomplish a certain function in a 
certain framework. 
• The novel can be defined as a comprehensive work of prose literature. 
It has turn into an increasingly admired form of creative writing 
(fiction) since the early eighteenth century. 
• A short-story may be a part of prose fiction marked by comparative 
shortness and density, designed into a plot and with some kind of 
denouement at the finish. 
• Biography is a genre of literature and other forms of media like film, 
based on in print accounts of individual lives. It is more than a record 
of impersonal particulars like birth, culture, effort, dealings and death. 
It also delves into the emotions of experiencing such events. 
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CHAPTER 5 
CONCLUSION 
It is quite clear that language Is the substance or medium of literature 
and that the language of literature differs from non-literary language. It is 
more to us than systems of awareness. When the appearance is of 
extraordinary implication, we call it literature. 
Literature may move on the generalized linguistic plane or may be 
inseparable from specific linguistic conditions. Traditionally literature was 
studied under the umbrella term known as literary criticism. Literary criticism 
is the study, discussion, evaluation, and interpretation of literature. Modern 
literary criticism is often informed by literary theory, which is the philosophical 
discussion of its methods and goals. 
The need of an understanding of the nature and function of language 
used in literature is almost unavoidable especially when the aim of the study 
is to establish the fact that the language of literature is different from the 
ordinary language. 
Since literature is language, or to quote Ezra Pound, "Literature is 
language charged with meaning," It is still the English language this study is 
concerned with. But before it is protected into its exact literary framework 
and described as the literary piece we now have to approach It categorically 
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and by allowing the language of that literature to disclose Its own linguistic 
and literary qualities. 
The method the present study proposes focuses the attention on the 
literary language itself and on its factual and concrete qualities. The key 
function of that language is not to converse specifics but to extract a 
response in the form of thoughts and emotions. These thoughts and emotions 
can be linked to the corporal world we breathe in, but more significant than 
anything else is their ability to build a world of their own where the reader 
activity helps to produce connotation. In this exercise this thesis's spot of 
departure Is the language of the literary text itself, before any labels have 
been placed on it, before we know who wrote it or when it was written. We 
need to start with an anonymous piece of literary text. 
Much of what the present study offered so far can be associated in 
deviating ways to the new literary theories that have been industrial over the 
last sixty years. In particular the stylish urge to lay emphasis on the role of 
the reader at the expense of that of the author, as exemplified in the well-
known article by the French critic Roland Barthes, ''The Death oftheAuthof 
(1968), advocates the need to focus on the functions of the creative language 
of literature rather than the customary milieu specifics of literary history. 
This study decisively presumes that this excellence of indeterminacy, 
the system in which 'gaps' or 'blanks' in literary texts arouse the reader to 
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erect meanings which would not otherwise come into survival, is most 
excellent explored in the opening instance in the analysis of any anonymous 
text. 
This study example at this point, for reasons of a wrapping up, is 
awfully brief, but, as the study has selected in the chapters, almost any text 
can be preferred for this meticulous purpose. Some consideration must of 
course be remunerated to the query of the stage of complexity, but even the 
simplest kindergarten rhymes or children's tale can conbibute a first step for 
the beginner. Here examples are anticipated for the advanced transitional or 
higher level. The opening verse of a poem will be enough as a foundation: 
My love is like a red red rose 
There is to a large extent a benefit with this technique of analyzing 
literature anonymously because an understanding of literary language helps 
develop the sensitivity for understanding literary works and enables 
people/learners to appreciate them better: 
1: There is no bound to the variety of passage/text that can be used 
provided that it is associated to an explicit reason and a specific level 
of complexity. 
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2: The learner treats energetically with literature and the language of 
literature rather than with inactive particulars of literary narration. 
3: The process generates and sustains curiosity in and awareness about 
literature and literary language. 
4: It emphasizes the sparkling and critical role the learner has in creating 
denotation for her/him. 
5: The central concern remains on the function of words and of language 
as indicators of diverse kinds of fictional practices: of style, of historical 
minute, of character and theme, of the rationale of the 
author/poet/dramatist/novelist. 
6: It moves from the explicit to the broad-spectrum in depicting 
conclusions, which is a more productive and efficient practice in the 
study of literature. 
7: It expands horizons in provisions of language, both linguistically (the 
need to come across with new expressions, formation general picture 
of words in context, for instance) and intellectually and emotionally in 
giving complimentary strap to individual comeback. 
8: It increases the responsiveness of the nature and function of language 
used in literature. 
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traits that are given Implicitly through the character's actions, other 
character's attitudes to him or her, etc. 
4.3.3. Characterization by Narrator or Character 
Characters can be described, Implicitly as well as explicitly, either by 
the narrator (sometimes, somewhat misleadingly, called authorial 
characterization) or by another character in the narrative (also called figural 
characterization) or even by the characters themselves (self-characterization). 
The following gives an example for a characterization by narrator 
combined with the narrator's representation of other characters' views. 
Explicitly, Mr. Snagsby is characterized as a shy, retiring man. It is also 
implied that his wife is neither shy nor retiring and that he is rather tyrannized 
by Mrs. Snagsby: 
Mr. and Mrs. Snagyby are not only one bone and one flesh 
but, to the neighbors' thinking, one voice too. That voice, 
appearing to proceed from Mrs. Snagsby alone, is heard in 
Cook's Court very often. Mr. Snagsby, otherwise than as he 
finds expression through these dulcet tones, is rarely 
heard. He is a mild, bald, timid man, with a shining head, 
and a scrubby clump of black hair sticking out at the back. 
He tends to meekness and obesity. [...] He is emphatically 
a retiring and unassuming man. 
(Dickens, 1982, ch. 10) 
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